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PROJECTIVE ARCHITECTURE: An Approach to Building an Immersive Art Centre for Sudbury, Ontario
ABSTRACT
    This research explores the design for an art centre in Sudbury, Ontario in which the architecture 
is not only activated or animated by its community but also inspires its community to be more active 
within the city’s culture. Drawing upon the concept of Projective Architecture as coined by Sarah 
Whiting and Robert Somol, the proposed art centre would respond to and with its surrounding 
context to focus on its effects on the social condition of the surrounding community.1 The proposed 
institution would facilitate the community’s engagement by a layering of substrates, filters, light, film 
and video projections, by an interactive exterior screen-like facade system, to reveal the movements 
of the art centre and its art film-making residency program artists. This second-skin surrounding 
the abandoned General Hospital building in Sudbury would facilitate views to the landscape beyond 
connecting the visitors with the surrounding Northern city through an unusual and interesting lens. 
Film and video art, haptic diagramming, conceptual object making and immersive installation art all 
served in the research-creation process to determine the aesthetics and ideologies of the proposed 
art centre. Focused on an active reciprocal engagement between the community and emerging arts 
artists, the centre seeks to breed new genres of Northern Ontario art.
1 Somol, Robert, and Sarah Whiting. “Notes around the Doppler Effect and Other Moods of Modernism.” Perspecta 33 (2002): 76.
KEYWORDS: PROJECTIVE ARCHITECTURE, COMMUNITY ENGAGEMENT, INSTALLATION 
ART, IMMERSIVE ART, FILM ART, VIDEO ART, PROJECTION ART,  HAPTIC DIAGRAMMING, 
COMMUNITY ART GALLERY, ART CENTRE.
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PART 1 - INTRODUCTION
INTRODUCTION
    Sudbury Ontario’s contemporary, avant-garde, and art-autre arts culture consists of a vibrant com-
munity of diverse artists’ genres, styles, and demographics. Unfortunately, this emerging re-expres-
sion of Northern Ontario art is usually suppressed to the back corners of grunge bars, and transient 
music festivals with temporary artwork displays. In a small city with a history of lumber trade and a 
primary economy based in mining, the demographics of Sudbury has emerged as one of blue-collar 
versus the white-collar elite. The city’s leading arts culture has likewise taken on this model of low 
versus high, resulting in the elite forging precedence of the high arts including what is considered 
traditional painting and sculpture. Recently, however, there has been a draw to more contemporary 
art genres, and an overall celebration of the progression of the low arts including film art, installa-
tion art, digital media, new genre public art, and performance art. This type of art is activated by its 
visitors, usually created or magnified in-situ, through feedback and interaction, while considering 
social connectivity.1 Although it is visible that efforts are being made to include more diverse content 
and genres at the existing Art Gallery of Sudbury (AGS), I have observed that the high arts still take 
precedence over what is considered the low arts. This neglect of more relevant art genres could be 
attributed to the restrictive nature of the existing AGS facilities at the Bell Mansion situated in a res-
idential neighbourhood, to its too small galleries, or its visible barricade from the public in both terms 
of infrastructure and ideology. None the less, this leaves the experimental and sometimes uncate-
gorizable contemporary arts, without an established institution to help nurture these emerging and 
evolving genres. Although the city of Sudbury is still dependent on its current economies such as 
mining, considering new and relevant economies may appeal to a broader demographic and ignite 
the community as a collective.
    Additionally, new economies in the city are beginning to take form with organizations such as 
The Northern Ontario Film Studios establishing themselves in Sudbury capitalizing on the unique 
landscapes, quaint neighbourhoods, and overall Northern Ontario character. This emerging film in-
dustry is breeding new roles for the residents of Sudbury including the need for costume designers, 
filmmakers, directors, actors and including the build and development of film set and studio spaces. 
With this a diversifying economy and need for a reappreciation in our city’s arts culture, Sudbury re-
quires an iconic arts centre focused on nurturing new genres of Northern Ontario art and promoting 
expertise in emerging economies through a film-artmaking residency program.
1 Shaw, Cameron. “Suzanne Lacy: Chewing More Than the Fat.” Gastronomica 12, no. 2 (2012): 10-12. Chicago’s Suzanne Lacy developed 
and ultimately coined the term New Genre Public Art. The term refers to art created outside the confines of art institutions in order to engage directly with 
an audience. New Genre Public Art is usually associated with activist art, such as Lacy’s works that usually pertain to feminists issues. This genre is regularly 
comprised of objects, recordings, and writings by members of the public essentially curated by the artist to convey a message.
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    Overall, this thesis intends to reclaim the agency of the art gallery building typology to promote 
the character of its city in unique and diverse ways, and to reimagine the architecture to encourage 
social and dynamic interactions with the art and its community. From here on forward, I will use the 
terms gallery, centre, and institution as the following; gallery as when to critique the current gallery 
model, centre in the context of analyzing what I have determined to be a positive move towards an 
updated gallery typology, and institution when either definition is applicable. 
    If public art is capable of disrupting the social and affective spaces of a city, can the architecture 
that houses it better facilitate public engagement and change the sociospatial conditions of that 
city?2 The question that remains is; how can the architecture reclaim its agency in the art gallery 
building typology to facilitate, direct, and encourage interaction in the context of current cultural 
patterns and rhythms? I argue that the traditional art gallery building model lacks engagement and 
is not mindful of how we currently consume the arts and other media. Of course, art is a dialogue and 
should demand discussion in itself, but with a growing cultural shift towards short and dynamic in-
teractions, this thesis aims to discover if the architecture can better direct culture in a more relevant 
context. By directing culture, I mean to adequately consider current cultural tendencies with design 
approaches intended to immerse the visitors into the artworks. Although the discussion of art gallery 
architecture is usually tied to one of the spectacle galleries versus the white box model, this thesis 
does not aim to get caught solely in this debate but instead focus on how art in the public sphere 
can engage social ideas and actions, including those of social movements, and daily life. This space 
between form and function, public and institution, and modern and post-modern in architectural 
theory has been termed Projective Architecture by Sarah Whiting and Robert Somol.3 This approach 
to architecture responds to and with its surrounding context intending to focus on its effects rather 
than autonomous form, or pure function.4 This community-focused approach to architecture allows 
the visitor to come in contact with something that transmits an experience and thus can influence 
its surrounding condition. The proposed permanent institution for impermanent art would likewise 
ignite the community through an engaging exterior and immersive interior experience. This art 
centre model will be achieved through a light, and video projection facade system with interior views 
through the screen-like facade to the landscape beyond connecting the visitors with the surrounding 
Northern city through an unusual and interesting lens. 
2 Sirefman, Susanna. “Formed and Forming: Contemporary Museum Architecture.” Daedalus 128, no. 3 (1999): 311-312. Susanna Sirefman 
highlights the typologies’ lengthy list of sociopolitical constituents arguing for its ability to promote its content beyond that of the art housed within it. In 
other words, Sirefman believes in the art museum architecture as playing an integral role in the experience of the art in its social context rather than acting as 
a protective skin merely housing the organs. 
3 Somol, Robert, and Sarah Whiting. “Notes around the Doppler Effect and Other Moods of Modernism.” Perspecta 33 (2002): 72-77.
4 Ibid,76.
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PART 1 - INTRODUCTION
METHODOLOGY
    Three research methods have provided the basis for discovering what the proposed community 
art centre would entail. The first research method included a thorough literature review of relevant 
histories and theories. Art gallery philosophies were studied focusing mainly on those of John 
Dewey and Brian O’Doherty. Historical art movements like that by Guy Debord and the Situationists 
International assisted in forming an overview of a collective rejection of institutions of art. Addition-
ally, theories on phenomenology, art preservation, and evolutionary culture were all incorporated in 
the research. Finally, theories on Projective Architecture and film diagramming helped develop a 
framework of design for the proposed art centre focused on immersive programming. 
    In addition to the literature review, a series of on-site documentation and relevant case studies 
provided insight into the manifested ways art institutions appeal to the communities that surround 
them. The first case study included a walkthrough interview at the John Michael Kohler Arts Center 
in Sheboygan, Wisconsin. The second case study visited was the Hyde Park Art Center located on 
the south side of Chicago, Illinois. On-site documentation of the Solomon R. Guggenheim in New 
York City served as objective analysis of the spectacle-style art gallery model. The Museum of Mod-
ern Art (MoMA) in New York City provided additional information into the community art gallery type 
with an observation of the white box model. Footage of the case studies as mentioned above was 
used to create a video diagram showcasing the comparative models of the spectacle galleries, ver-
sus the white box galleries focusing on the ways the inhabitants act and react in both. The Guggen-
heim-MoMA film diagram served to support the theories of haptic diagramming, and the relevancy 
of sequencing moments in film media toward architectural design.
 Further, research-creation included the production of a conceptual object and art instal-
lation to support and test the main theories of Projective Architecture and immersive film media 
discussed in this thesis. First, an experimental art installation that tested human interaction with 
spatial film art, aided in the development of a framework of recommendations for the type of art 
gallery focused on community engagement. This research testing drove the creation of a conceptual 
object that helped inform the proposed renovation intervention for the old St. Joseph’s General Hos-
pital building in Sudbury, Ontario. The concept artifact is a wooden projector working somewhere 
between analog and modern technology. The wooden projector offers an unbiased engaging expe-
rience with art by placing a cellphone on the designated glass screen allowing visitors to interact 
through projected video, and light. 
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PART 1 - INTRODUCTION
HYPOTHESIS
    These three research methods have been applied towards the design of an art centre for Sud-
bury in which the architecture is not only activated or animated by its community but also inspires 
its community to be more active within the city’s culture. The proposed institution would facilitate 
the community’s engagement by a layering of substrates, filters, light, film and video projections, by 
an interactive exterior screen-like facade system, to reveal the movements of the art centre and its 
art film-making residency program artists. This offers interior views through the screen-like facade 
to the landscape beyond connecting the visitors with the surrounding Northern city to inspire new 
contemporary artworks. The use of an existing building is to encourage the positive progression of 
Sudbury’s contemporary culture, helping to redefine the old for the new in both terms of the arts and 
the architecture for the city. Workshops that dovetail with gallery spaces allow visitors to immerse 
themselves in the art being created by its residency artists offering a more profound way to expe-
rience the various Northern Ontario art pieces. This active reciprocal engagement between the 
community and the arts centre will breed new genres in the associated industries, by its immersive 
art galleries and residency program focusing on film-artmaking to capitalize on the growing econo-
my of the film industry in the city. The proposed art centre would be a projection of its surrounding 
community and a beacon for the arts of all subcommunities within the city. Overall, it would provide 
a platform for the coexistence of both the high and low art genres and would facilitate active recip-
rocal engagement with the architecture, the art, and the community through dynamic exhibition 
spaces, and a naturally perceivable public essence. 
F i g u r e  7 :  P u b l i c  O b s e r v a t i o n s  ( M u s e u m  o f  M o d e r n  A r t , 
N e w  Y o r k ,  N Y ) .  B y  a u t h o r .  N o v e m b e r  3 ,  2 0 1 8 .
F i g u r e  7 . 1 :  P r o j e c t e d  v i d e o  i n s t a l l a t i o n  c r e a t e d  a r t .  P h o t o g r a -
p h y  o f  m o v i n g  l i g h t  f o r m s .  B y  a u t h o r .  D e c e m b e r  2 0 ,  2 0 1 8 .
R E S E A R C H  &  D I S C U S S I O N
P A R T  2
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    The architectural platforms for art as we know them to be traditional art galleries, tend to be elitist 
and hence of no or little value to non-museum goers. As a result, those who may not experience the 
arts fail to see the cultural and social significance of either art or its architecture. Although the social 
dynamics of art gallery institutions significantly impact their affecting power, the debate that is most 
often visited is nothing of same. Instead, the discourse of art gallery architecture typically involves 
the discussion of form versus function or spectacle-style versus the white box model.5 If Frank 
Gehry’s Guggenheim Bilbao is the persona of the spectacle-gallery architecture, then the Muse-
um of Modern Art in New York could pose as the white box version. Critics of the former state that 
the slanting walls of the exterior provide a functional disservice to the art by its arbitrarily slanting 
walls inside.6 Critics of the latter, believe this model is likewise providing a disservice to the art by 
not encouraging its visitors to incur a more profound experience of the art; its architectural function 
is merely not to function at all.7 Some may believe that the art is meant to be the most deciding 
element within these institutions, or that the iconographic nature of the spectacle-style architecture 
is what ignites the community to participate in the arts. I do not actively disagree with either of these 
statements; instead, I hope to highlight the cultural significance of this building typology and reimag-
ine its architecture to encourage social and dynamic interactions with the art and its community. 
The question that remains here is; what factors are contributing to the closed-off sensibility of the 
traditional gallery model that could be rejected for the design of a social gallery? 
    Evolutionary Culture Theory (ECT) tells us that culture, like Darwinian evolution, is a lineage with 
modification of human cultures.8 In other words, ECT explains the modes and conditions in which 
human cultures evolve from their predeceasing cultures. This theory recounts that current culture 
is much different from that of our ancestors, but still grown from the same foundation.9 This theory 
affirms my hypothesis that our current societal condition has shifted dramatically in the past twenty 
years due to the implications offered by new phenomena like social media. These phenomena have 
undoubtedly affected the way we perceive arts and culture today. Younger generations are becoming 
5 Shiner, Larry. On Aesthetics and Function in Architecture: The Case of the “Spectacle” Art Museum. The Journal of Aesthetics and Art Criticism 
69, no. 1 (2011): 31-41. Shiner uses the Guggenheim Bilbao as a prime example of the disrespect given to the art in a museum by the obnoxious specta-
cle-style architecture. Contrarily, Preston Scott Cohen author of ‘The Agency Interview: Architecture as the Instrument,’ uses the same Guggenheim Bilbao as 
an example of the spectacle style which he believes offers a queue to its typology and can ignite excitement and stimulate participation from the community. 
Cohen also uses the Museum of Modern Art (MoMA) in New York as an example of the white box model of art gallery. 
6 ibid, 39.
7 Cohen, Preston Scott. “The Agency Interview: Architecture as the Instrument.” Perspecta 45 (2012): 185-92. Cohen states that the spectacle 
style offers a queue to its typology and can ignite excitement and stimulate participation from the community. Cohen also states that this spectacle-style 
geometry can act as a tool for empowerment within a community by directly affecting its surrounding spaces. The interview discusses the design of the Tel 
Aviv Museum of Art and Cohen’s intentions in its facade design, also highlighting the architect’s geometric process drawings. 
8 Durham, William H. “Advances in Evolutionary Culture Theory.” Annual Review of Anthropology 19 (1990): 187-210.
9 ibid, 202.
PART 2 - RESEARCH & DISCUSSION
SPECTACLE VS. WHITE BOX VS. [A SOCIAL MODEL]
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more autobiographical as opposed to passive viewers. The filters that used to be respected media 
outlets are now taken away by the first-hand account of social issues through primary sourcing 
apps and websites like Facebook and Instagram. This cultural shift brings the impending unimpor-
tance of the classical or formal art and architectural discourses paralleled by the rise in more social 
approaches like public art where the artists are speaking directly to the viewer. To maintain the value 
and takeaways from the classical or high arts, the outlets in which they express their message need 
to change. How the message is sent through classical art no longer satisfies emerging generations 
ability to understand, or frankly care, about the content. Art has the power to change society, as does 
architecture, but how can we recreate the critical value of high art lost in a society craving low art?
    If Evolutionary Culture Theory tells us that culture evolves and modifies, then future cultures are 
destined to evolve as well. Is there an architecture that can adapt to evolving cultures? Is there an art 
gallery architecture that can encourage new genres and progression within the field and not stunt 
them into a specific time like traditional institutions tend to? I imagine an architecture that is dynamic 
regarding activity, change over time, adaptation and open engagement with its surrounding commu-
nity to evolve with culture and in support of any new genres of art or communities. The ideologies 
and aesthetics of what a dynamic architecture is could be expressed by an example of the Centre 
Georges Pompidou (Centre Pompidou) in Paris, France.10 The building reveals its intimate self to 
the public by its inside-out facade of exposed systems and offers a platform for the community with 
the adjacent piazza.11 The building acts as an expression of modernity working in tandem with an old 
neighbourhood. By accepting the establishment of a historic city and interjecting modernity in a clear 
and conspicuous way the building celebrates the harmony of past and future.
    A growing account of new genres in both art and architecture are focusing on the subject matter 
over the formal craft.12 Admittedly, art evolves faster than architecture making this shift more perceiv-
able within the discourse of art. With an overbearing increase in the craft of art due to technological 
advancements, the act of merely doing no longer satisfies human culture today. Sirefman supports 
the idea that technology has played a central role in the rejection of enclosed museum architec-
ture and the importance of technology in engaging a more extensive public with these institutions 
through social media.13 What this tells me is that the spatial settings in which we experience the art 
10 Riza, Müge, and Naciye Doratli. “The Critical Lacuna Between New Contextually Juxtaposed and Freestyle Buildings in Historic Settings.” 
Journal of Architectural and Planning Research 32, no. 3 (2015): 249-251.
11 ibid, 251. in tandem with  Sirefman, Susanna. “Formed and Forming: Contemporary Museum Architecture.” (1999): 303.
12 Shaw, Cameron. “Suzanne Lacy: Chewing More Than the Fat,” 10-12. These genre types include new genre public art that focuses on peoples 
engagement with the art over the skilled craft of a painting for example. 
13 Sirefman, Susanna. “Formed and Forming: Contemporary Museum Architecture.” Daedalus 128, no. 3 (1999): 311-312.
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are more important than the mechanics of the art object, with technology as the primary facilitator 
of this phenomenon. The idea, the activism, the feeling evoked, are all superior to the detail and 
refinement of the thing itself. This debate could parallel many in the realm of architecture. However, 
I am not arguing that the craft in architecture is less relevant than the idea; this debate only holds in 
art. Architecture’s tangible role in society lends itself to demand a high level of craft in addition to the 
idea it evokes, but I argue more engaging ideas are needed to reinspire architecture in small commu-
nities like Sudbury, Ontario. In other words, with the ability of exactness given by technology, the arts 
have shifted from refined detailing to compelling content, activism and experience whereas archi-
tecture is continuing to find the balance between technology and the human hand. What I am asking 
is if contemporary architecture is lacking the depth that new genres of art are beginning to explore. 
Could engaging, cultural architecture satisfy the apathy felt by regular city citizens of both the arts 
and architectural discourses? I argue that the architecture should not succumb to the gallery model 
of acting by not acting nor that of serving as an icon without promoting anything of more profound 
value, returning to the Guggenheim-MoMA debate. Giving agency back to the architecture; more 
than the aesthetic representation, light and the whiteness of the walls, the gallery should focus on a 
heightened experience of the art through immersivity of light, textures, and layers to create a lapping 
environment of sensory and reality. This immersive and engaging environment can be understood in 
the same way one watches a film in a theatre. The film encapsulates the viewer by the light, cine-
matography, and sound to sway an argument, and to create an environment. Can this phenomenon 
manifest in architecture to engage a wider public?
    Overall, the traditional art gallery model lacks any relativity to current culture which results in an 
overall sense of exclusivity. This lack of agency in the architecture of the gallery could be reignited 
by use of dynamic and adaptable tactics to facilitate a more relevant engagement with the artworks 
on display. One could argue that the contemporary art gallery model should be less about the art 
and more concerned with the public realm that it creates. In other words, the experience of the place 
should be forefront to muting or overbearing architecture. Yes, this topic can be contentious with is-
sues of the art’s importance over the buildings they sit in, but what I hope to focus on is the architec-
tures ability to facilitate engagement with the art based on relevant sociocultural patterns. Meaning 
the architecture should bring the experience of art to common everyday experiences and not those 
of history exclusively. 
18
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    The agency of artful movements to shift sociopolitical conditions can be justified by its form of 
activism based on its ability to create a curated experience. The Situationist International (SI), led by 
Guy Debord from 1957 to 1972, was a politically charged artistic, architectural and cultural move-
ment centring on pertinent social issues of that time.14 The movement’s focus was to reject the 
institutional culture of the West, particularly within politics, arts, and culture. This anti-establishment 
mentality was a reaction to the modernist movement that left them nostalgic for the sentimentality 
and explorative nature of the past. They saw architecture as an organic body destined to be formed 
by culture and not architects.15 More contemporary art genres are not so concerned with the artifact, 
but in the manner to which the message is conveyed, usually in more dynamic interaction with the 
community.16 Drawing from the Situationists’ movement, what would it mean for a new type of art 
gallery to reject art gallery conventions, prioritizing the users over the artworks? Perhaps if art can 
disrupt and rework the social and affective spaces of a city, the architecture that houses it should 
better facilitate social engagement and in turn have the power to change the experiential qualities of 
that city through an activist platform.
    Art in the context of today, or what can be considered contemporary art, is not so concerned with 
the artifact; thus the parameters of art preservation should be less stringent. Many argue for the 
importance of preservation within the discourse of art and architecture with some speaking to its 
role in politics.17 Jorge Otero-Pailos brings up the basis of preservation as developing post-war when 
architecture was depoliticized and preserved only for its beauty.18 This debate involves the contro-
versial idea that preservation can alter history through political aims. To preserve during a particular 
time is to stamp the artifact with the values of its time of preservation.19 The debate is similar to the 
Equestrian Statue of Marcus Aurelius in the Capitoline Hill, in Rome, Italy. The case is with many 
of these statues by Michelangelo; a replica replaces the original so that the original commodity can 
last for generations onward. The discussion here is concerning authenticity. What was the original 
intention of placing the statue in its original context? Perhaps Michelangelo meant for it to degrade, 
14 Sadler, Simon. “Situationist City.” MIT Press, (1998). According to Sadler, the situationists aimed to convert avant-garde interest in everyday 
space and mass culture into a revolution. They believed that the inability to change the world profoundly enough would lead to a defensive withdrawal and 
thus radical action should be taken. The analysis of this major shift in the mentality of art, architecture, and culture is extremely relevant to the research of a 
cultural shift occurring now. To learn from history one must understand history within its context and this book offers an excellent historic understanding of 
the effects politics can have on art and architecture.  
15 Debord, Guy. “Theses on Cultural Revolution.” In Guy Debord and the Situationist International: Texts and Documents, Mass: MIT Press, 
(2002): 61-66. Debord offers seven thesis statements pertaining to the need for a cultural revolution during the 1960s. With these statements, he discusses 
the revolutionary future of art by professions including his view that art is a production of ourselves, the need for a shift away from the utopian revolution 
of art to an experimental one, and his critical view of the current culture of his time describing it as a decomposition. He also defines the SIs as professional 
revolutionaries of culture which only highlights his view that art should challenge, experiment, and coincide with current culture and politics.
16 Lacy, Suzanne. “Mapping the Terrain: New Genre Public Art.” (1995).
17 “Preservation, Contemporary Art, and Architecture.” Future Anterior: Journal of Historic Preservation, History, Theory, and Criticism 4, no. 2 
(2007): 70-85.
18 ibid, 76.
19 ibid, 77.
PART 2 - RESEARCH & DISCUSSION
ACTIVE/ACTIVIST ART
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to show its descent into degradation leaving space for new generations of artists to adapt and build 
on. By celebrating or embracing the artworks erosion, this may generate new artworks representative 
of past histories and current culture. The alternative outcome to this is the sculptures replacement 
years and years over with no room for the representation of cultural progression. I am not suggesting 
to forget about the past but to accept a changing future. Like architecture, art and culture are evolv-
ing entities.20 Perhaps there is a different way of preserving the artifacts, focusing on the preservation 
of experience or message over the object itself. 
    One example of an art gallery that has pushed the boundaries of art institution conventions is the 
Glass Pavilion at the Toledo Museum of Art in Toledo, Ohio. This gallery aims to reject the usual 
hierarchy seen within the institutions by utilizing transparencies and a non-hierarchical floor plan of 
undulating glass-walled galleries directly adjacent to each other.21 The transparencies of the glass 
rooms are used to confuse any hierarchy that may still occur by allowing reflections to layer project-
ing the spaces through, onto, and beyond one another. This dynamic interior quite literally blurs any 
lines between gallery spaces, and circulation spaces, offering a stimulating non-hierarchical environ-
ment for the visitors. For the architects, SANAA, these in-depth tactics are used in many of their art 
gallery designs as they believe it promotes an inclusive public space. 22 
    John Dewey’s philosophy of art does not focus on the perception of art as it relates to the building, 
book, painting, or statue but to the experience of the art itself. Dewey states that ‘[...] the actual work 
of art is what the product does with and in experience;’ in which he suggests that art is beyond its 
physical object.23 By this, he means that even ordinary human acts make art like in the art of poking 
a fire to create sparks.24 In other words, Dewey recalls his views on classical art and its prestige and 
perfectness as a debilitating feature, and it is, in fact, human cooperation with the product that cre-
ates the art.25 This argument could likewise, hold within the discourse of architecture. The architec-
ture is rendered useless without the engagement of the user, and it is the inhabitant that completes 
the architecture that the architect created. Otherwise, like art, we only look at buildings, not use 
them. Again, however, pure function or pure form is insufficient for architecture, making the third 
option heterogeneity; but what does this entail?
20 Durham, William H. “Advances in Evolutionary Culture Theory.” Annual Review of Anthropology 19 (1990): 187-210. If ECT tells us that cultures 
evolve, and if architecture and art are materializations of culture then the argument of art, architecture and culutre as eveolving entities applies.
21 Blau, Eve. “Curating Architecture With Architecture.” Log, no. 20 (2010): 18-28. 
22 ibid, 19.
23 Dewey, John. “The Live Creature.” In Art As Experience. New York: Penguin Books, (2005): 1.
24 ibid, 3.
25 ibid, 4-5.
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    Classical works of art have had a long and challenge-less history as admired pristine art pieces 
which create the very conventions that deplete new genres within the field. This obsolescent model 
has likewise continued with the art institutions and their facilities. The architecture of the current 
gallery typology does not put the human experience in tandem with the art, leaving the spaces to act 
as empty containers providing no more function than not to function at all.26 Dewey challenges this 
classic or elite status seen in art by stating that it is isolating itself from the human condition and is 
in itself cut-off from the very phenomenon that created it; the human experience.27 Critics will argue 
that the basis of Dewey’s thinking is pragmatic and of aesthetics only.28 I too find faults at times with 
his overly pragmatic approach to art philosophy, as the whole purpose of art is to challenge and bring 
a more profound sense of understanding.  If, as Dewey says, art should only be based on what we 
know, how do we ever learn more from it? However, others like Brian O’Doherty have also criticized 
the institutions of art galleries in an accusation of their detest to human interjecting into the immacu-
late spaces for art.29 If the community is not openly welcomed into the institutions of art, how will the 
individual ever learn more from the art? He claims the gallery model is designed to make the visitor 
feel like an intruder, stepping too loudly, standing too close, and ultimately just waiting for the invader 
to leave.30 This characteristic is detrimental to the institutions’ overall social perception and one of 
the main concerns in its cultural sustainability to future contexts. Perhaps, the role of architecture in 
the gallery model is not to explicitly reveal the arts deeper meanings to the viewers, but to immerse 
them in a world of art that is engaging and understandable. By doing this, visitors can interpret the 
art based on their individualized understanding of the world. In other words, I am not proposing to 
change the content or intent of art but to change the way we experience it.
    First and overall, the architecture housing art can mediate the experience of the art itself for the 
viewers by focusing on the human experience. Second, architecture can elevate the arts affecting 
power to fuel new genres within the discourses of both art and architecture. Third, art gallery archi-
tecture should not accept the complacency or spectacle model only. How do we, within our capacity 
as architects, achieve this engaging environment for art?
26 ODoherty, Brian. “Inside the White Cube: The Ideology of the Gallery Space.” San Francisco: Lapis Press, (1986): 14.
27 Dewey, John. Art as Experience: 1-2.
28 Whitehouse, P. G. “The Meaning of “Emotion” in Dewey’s Art as Experience.” The Journal of Aesthetics and Art Criticism 37, no. 2 (1978): 149.
29 ODoherty, Brian. “Inside the White Cube: The Ideology of the Gallery Space.” 14.
30 ibid, 15.
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PART 2 - RESEARCH & DISCUSSION
CASE STUDIES: COMMUNITY GALLERIES
    Two case studies were investigated for their scale, and social agendas to promote inclusivity and 
outreach to their surrounding communities. The first was the John Michael Kohler Arts Center in 
Sheboygan, Wisconsin. A visit to the site revealed an arts centre model that exudes an inexplicable 
vitality creating a strong sense of open community. The Kohler seems to break the elitism that some-
times surrounds the arts and thus offers an open and inclusive environment. This open character 
essence is achieved by engaging a broader demographic through diverse programming such as 
public engagement talks discussing pertinent social issues, public dances, children’s classes, as well 
as courses for the elderly community in Sheboygan.31 The most prominent programmatic feature of 
the institution is its residency program focusing on creating ties between diverse artists, including 
the growing Venezuelan population.32 This is a clear demonstration of the power an open ideology 
can build a community of diverse art focused on celebrating the Sheboygan folk culture, through 
programming.
    The centre is also expanding its programming with a public archive building to break the boundar-
ies of vault-style storage to highlight and display works in preservation.33 The main building consists 
of a renovated historic house and new addition including the atrium, cafe, and gallery spaces.34 It 
also houses an innovative multi-disciplinary educational and performance space that highlights the 
artistic process and collaboration between artists. The building itself features exposed structural 
systems of large steel beams that support a wooden purlin system allowing theatrical and exhibit 
lighting to be flexible and adaptable to various performances and installations.35 
31 Angeleti, Gabriella. “A Hidden Treasure Trove of Outsider Art in the Midwest Turns 50 This Year.” The Art Newspaper. 
32 “John Michael Kohler Arts Center.” Alliance of Artists Communities. 
33 Angeleti, Gabriella. “A Hidden Treasure Trove of Outsider Art in the Midwest Turns 50 This Year.” The Art Newspaper. 
34 “John Michael Kohler Arts Center.” The Kubala Washatko Architects Inc. 
35 ibid.
JOHN MICHAEL KOHLER ARTS CENTER
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Programming:
• Free Admission
• Wandering Wisconsin - Curated open air art discovery 
road trip touring Wisconsin artists large scale pieces 
throughout the area.
• Ballroom Dance - Lessons and formal events held in 
the gallery.
• Dance Residency - varies each year.
• Exhibitions artists-in-residence (EXAIR).
• The ARTery - free drop-in-art-making studio for all 
ages.
• Preschool - Children’s art and daycare/
• Arts/Industry - Residency to inspire artists and indus-
try craftspeople to work together and learn from each 
other.
• Connecting Communities Collaborations - Culinary 
Art Cart
• Spark - Art days for the elderly to enjoy art making.
• Walking Tour Art and Garden - to discover local art 
around the centre. 
• The Sheboygan Project - Mural coordination in public 
spaces.
• Art in Public Space - Public Art filtering into the 
surrounding community physically and in terms of 
connecting other communities outside the art world. 
• Community Conversations - Provides space for com-
munity members to discuss and learn about pertinent 
social issues.
F i g u r e  8  ( t o p ) :  J o h n  M i c h a e l  K o h l e r  A r t s  C e n t e r  C a s e  S t u d y .  E n t r a n c e  A t r i -
u m .  P h o t o g r a p h y .  B y  a u t h o r .  O c t o b e r  2 9 ,  2 0 1 8 .
F i g u r e  9  ( m i d d l e ) :  J o h n  M i c h a e l  K o h l e r  A r t s  C e n t e r  C a s e  S t u d y .  P u b l i c  s t u -
d i o  w o r k s h o p .  P h o t o g r a p h y .  B y  a u t h o r .  O c t o b e r  2 9 ,  2 0 1 8 .
F i g u r e  1 0  ( b o t t o m ) :  J o h n  M i c h a e l  K o h l e r  A r t s  C e n t e r  C a s e  S t u d y .  P u b l i c  a r t 
i n s t a l l a t i o n ,  P . E . A . R . L .  b y  a r t i s t  a n d  a r c h i t e c t  M i c h a e l  M o o r e .  P h o t o g r a -
p h y .  B y  a u t h o r .  O c t o b e r  2 9 ,  2 0 1 8 .
P r o g r a m  L i s t :  “ S E E . ”  L E A R N  -  J o h n  M i c h a e l  K o h l e r  A r t s  C e n t e r .  A c c e s s e d 
J a n u a r y  2 8 ,  2 0 1 9 .  h t t p s : / / w w w . j m k a c . o r g / l e a r n . h t m l . 
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HYDE PARK ART CENTER
   The second case study visited was the Hyde Park Art Center, situated in a former army warehouse, 
located on the south side of Chicago.36 The renovation and scope of the institution were designed 
by Garofalo Architects focusing on an intervention that would challenge the museum-style gallery to 
promote testing and public engagement through its expressive facilities.37 A visit to the site offered 
an understanding of the full scope of the facilities and programming; the art centre acts as a hub for 
the area, serving as a gathering space and art incubator for artists and the broader community to 
fuel new ideas and impact social change.38 Two of the building’s most notable architectural features 
function to challenge the traditional art gallery standards to blur the line between the institution and 
the public. The first floor of the building features five metal garage-style doors that give direct access 
to the gallery space for pedestrian traffic to meander in and out freely. The second-floor mezzanine 
looking over the gallery space features a large glass facade that creates a two-way canvas of projec-
tions, artworks, gaming events, and other large-scale digital artworks to be viewed.39 
   The Hyde Parks Arts Center is an excellent example of an inclusive space that has a profound 
impact on people of diverse cultures and age groups in its surrounding communities by its ability to 
reject institutional standardization while maintaining a gallery essence. The centre accepts all types 
of art forms including installation, avant-garde, film, as well as traditional or classical arts.40 The insti-
tution houses facilities like the only dark room on the south side of Chicago, large ceramics studios, 
a community library, and flex spaces.41 The centre boasts its after-school presence of high school 
students taking ownership of the facilities to do their homework or have a safe place to spend time. 
    
36 Peters, Allison. “The Hyde Park Art Center” Takeover. (2006): 4.
37 ibid.
38 “Education.” Hyde Park Art Center Website.
39 Peters, Allison. “The Hyde Park Art Center” Takeover. (2006): 4.
40 ibid.
41 ibid.
PART 2 - RESEARCH & DISCUSSION
CASE STUDIES: COMMUNITY GALLERIES
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L e v e l  1 : 5  o p e r a b l e 
g a r a g e  d o o r s
L e v e l  2 : T w o - w a y 
p r o j e c t i o n  g l a s s
M e z z a n i n e
G a l l e r y
F i g u r e  1 1  ( t o p ) :  H y d e  P a r k  A r t  C e n t e r  C a s e  S t u d y .  T w o - w a y  p r o j e c t i o n 
g l a s s  f a c a d e .  P h o t o g r a p h y .  B y  a u t h o r .  O c t o b e r  3 0 ,  2 0 1 8 .  C h i c a g o , I L .
F i g u r e  1 2  ( m i d d l e ) :  H y d e  P a r k  A r t  C e n t e r  C a s e  S t u d y .  M a i n  g a l l e r y  s h o w -
i n g  m e z z a n i n e  a n d  g l a s s  f a c a d e .  P h o t o g r a p h y .  B y  a u t h o r .  O c t o b e r  3 0 ,  2 0 1 8 . 
C h i c a g o , I L .
F i g u r e  1 3  ( b o t t o m ) :  H y d e  P a r k  A r t  C e n t e r  C a s e  S t u d y .  M a i n  g a l l e r y  s h o w i n g 
m e z z a n i n e  a n d  g l a s s  f a c a d e .  P h o t o g r a p h y .  B y  a u t h o r .  O c t o b e r  3 0 ,  2 0 1 8 . 
C h i c a g o , I L .
F i g u r e  1 4 :  H y d e  P a r k  A r t  C e n t e r  F l o o r  P l a n .  d e n o t i n g  g a l l e r y  s p a c e ,  b y  G a -
r o f a l o  A r c h i t e c t s  I n c .  G r a p h i c s  b y  a u t h o r  a f t e r  C A M E S g i b s o n ,  I n c ,  2 0 1 8 .
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PART 2 - RESEARCH & DISCUSSION
OBSERVATIONAL DOCUMENTATION
   In order to understand further how people interact with art in various spatial settings, several art 
galleries were visited in two pertinent cities including Chicago, Illinois and New York City. During this 
research, extensive video documentation, photographing and journal recording were exercised. Two 
predominant experiences emerged from this firsthand observational research that offered an under-
standing of the public interactions of people with each other, with the architecture, and with the art. 
The first notable footage was taken at the Guggenheim Museum in New York City on November 3rd, 
2018 on a ‘pay what you can’ public evening.42 The second was recorded at the Museum of Modern 
Art in New York City that same morning on November 3rd, 2018.43 These recordings demonstrate 
the reactions of people when entering and leaving, and moving through the space. 
    Looking first at the architecture of the R. Solomon Guggenheim Museum in New York City; it is 
seemingly less focused on the art due to its spectacle-like exterior and icon status. However, a visit 
to the building revealed the unconscious reaction to the architecture by its visitors, in a collective so-
cial essence at the base of the atrium and a slow and contemplative shift once entering the ramping 
spiral.44 Once visitors entered the ramping spiral of the gallery, they seemed to focus on their expe-
rience and the art more so than contemporary phenomena like social media. The slowness resulted 
in a calming atmosphere and lingering appreciation for the art that can be seen and heard by deep 
conversations occurring about the art by small clusters of visitors. Phenomenologist, and architect 
Juhani Pallasma affirms this notion that the human experience can be affected by the architecture 
that surrounds and argues for an architecture that appeals to all the senses to create more affective 
spaces.45 Perception, memory, and imagination can be harnessed to equate an emotion to a particu-
lar spatial experience by the use of the senses beyond the optical.46 In other words, the architecture 
can direct and encourage distinct memories not by use of form, but by suggestive textures, sounds, 
and other sensory queues. This approach not only creates a specific atmosphere within the architec-
ture but can also dictate the type of memory, or even length of resonating memory of each visitor.47 
For instance, the Guggenheim reveals how the architecture can evoke a calm over its visitors by 
the circular form, yes, but more so by the ramping floor, and the smoothness of the handrail. These 
tactics suggest a low contemplative movement around the building which facilitates a specific style 
of observing the artworks on display by its visitors.  
42 Public Observations: Guggenheim New York. Video by author. November 3, 2018. Video footage of the public interactions of people and art 
within the interior of the Guggenheim Museum in New York City.
43 ibid.
44 ibid.
45 Pallasmaa, Juhani. “The Eyes of the Skin: Architecture and the Senses.” is a critique of contemporary architectural culture in favouring the 
dominant sense of vision. Pallasmaa’s phenomenological view of architecture is one that favours the human experience rather than the objective form of the 
building itself. 
46 ibid, 74.
47 Pallasmaa, Juhani, and Peter B. MacKeith. “Space, Place, Memory and Imagination: The Temporal Dimensions of Existential Space.” Pallasmaa 
states that slowness has the innate tendency to relate to memory and remembrance whereas rapidity occupies the opposite. His view in this essay is that 
architecture should be slow and quiet instead of instant seduction and gratification.
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F i g u r e  1 5 :  S o l o m o n  R .  G u g g e n h e i m  v i d e o  d i a g r a m  o f  e x p e r i e n c e .  O b s e r v a -
t i o n a l  v i d e o  e x c e r p t s .  b y  a u t h o r .  N o v e m b e r  3 ,  2 0 1 8 .  N e w  Y o r k ,  N Y .
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    In addition to the architecture’s ability to affect human behaviour, the perception of the place was 
open and welcome due to its open atrium concept. This concept created a non-hierarchical sense 
of community through its visibility; all can be seen, and all can see all. This open, airy, atrium not only 
resolves issues of wayfinding but evokes a sense of community and inclusivity ultimately creating a 
positive atmosphere for the art to be enjoyed. 
    Next, with the Museum of Modern Art in New York City (MoMA), looking objectively at the archi-
tecture and how people interacted within it. Even with its incredible contemporary art collection, its 
architectural model revealed itself to be of a series of compartmentalized rooms filled with pristine 
artworks on display with a distinct hierarchy of space.48 The recordings taken at the MoMA focus 
objectively on the public realm that is created inside and into the courtyard of the art museum as 
opposed to the analysis or impactfulness of the art on the public. The video demonstrates the chaos 
that is created in the circulation spaces and the lack of appreciation from the visitors as a result. A 
contradiction was observed in demand from security staff for visitors to act in a certain way when the 
architecture and the art did not call for it. In other words, the security personnel stood at doorways 
in suits dictating to guests to “be quiet,” “push back,” “no photos,” “don’t touch,” all while visitors 
frantically travelled around the marble surfaced museum and continued to perform acts deemed 
inappropriate by museum staff.49 This disjunct is primarily due to the circulation of space and lack of 
permeable visibility. A central set of elevators and escalators core the surrounding galleries without 
alternative circulation or access to the gallery spaces. Visitors are loud and excited in these spaces 
to be confronted with meant-to-be quiet galleries. Perhaps, the solution would be to border the loud 
circulation spaces with less stringent gallery spaces and transition into quiet zones further away. Al-
ternatively, a solution could be a means of circulation that ques the visitors to slow, and quiet, similar 
to that of the Guggenheim. This apparent dichotomy between tourists and galleries supports the 
hypothesis that art institutions are not addressing current cultural modes and rhythms resulting in a 
lack of appreciation for art by the utter speed of the realm that is created by the architecture. 
48 Public Observations: Museum of Modern Art. November 3, 2018. Video footage of the public interactions of people and art within the interior 
of the Museum of Modern Art in New York City.
49 ibid.
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F i g u r e  1 6 :  M u s e u m  o f  M o d e r n  A r  v i d e o  d i a g r a m  o f  e x p e r i e n c e .  O b s e r v a t i o n -
a l  v i d e o  e x c e r p t s .  b y  a u t h o r .  N o v e m b e r  3 ,  2 0 1 8 .  N e w  Y o r k ,  N Y .
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PART 2 - RESEARCH & DISCUSSION
HAPTIC FILM DIAGRAMMING | ART INSTALLATION
    In a deconstruction of the architectural design process, Carmella Jacoby Volk and Anat Mess-
ing Marcus, speak of the relationship between diagramming in cinematography and architectural 
experience and performance, with what is termed Haptic Diagramming.50 They argue that film can 
be used as a diagrammatic tool to break conventions and allude to the performance of architecture 
as it relates to its experience over form.51 More so than a drawing, or two-dimensional representa-
tion, a film can encapsulate an atmosphere, and an explicit and dynamic portrayal of the polemical 
message intended. Film media reaches more viewers as it relates to a common and passive under-
standing of optics and experience. Robert Somol describes the use of the diagram in architecture as 
virtual representation, a polemic tool that remoulds the institutional, and redefines repetition for its 
use to generate difference rather than identity.52 With an understanding of the agency of the diagram 
as an apparatus for change in architecture, one can begin to understand the haptic use of film in the 
translation of experience, from design to architecture. 
    The medium of film offers spatial-temporal virtuality, in which cinematic movements, language,  
and points of view are compiled to create an immersive experience for the reviewer.53 Anne Fried-
berg termed “the mobile virtual gaze” meaning the visually immersive quality of film resulting in the 
viewer becoming entranced and increasingly passive.54 In this state, the viewer is protected by the 
acetate of the film that maintains the viewer’s division of the virtual and the real. This is relevant to 
the conceptual idea of an art centre to consider the worlds created in film and in more contemporary 
immersive art and how they are projected in both a literal and conceptual sense. The film viewer 
is more receptive when passive, but in terms of architecture, the viewer must remain active. Can 
the experience of film watching be used to design in architecture; can it be used to redefine the 
approach polemic issues are conveyed in contemporary art; and can it reach a broader demographic 
of people by its experiential quality to evoke civic change? 
    The creation of an art installation provided a platform for testing the hypothesis that a more 
dynamic setting for viewing art could appeal to a broader demographic, and may inspire new genres 
within the field. A series of video diagrams referring to the rejection of institutional gallery conven-
tions were developed and projected through a made environment. A translucent, curving and a 
50 Volk, Carmella Jacoby, and Anat Messing Marcus. “Haptic Diagrams: From Cinematography to Architectural Performance.” Journal of Architec-
tural Education (1984-) 62, no. 3 (2009): 71-76.
51 ibid.
52 Somol, Robert E. “Dummy Text, or The Diagrammatic Basis of Contemporary Architecture.” In Diagram Diaries, by Peter Eisenman. High 
Holborn, United Kingdom: Thames & Hudson, (1999): 8.
53 Volk, Carmella Jacoby, and Anat Messing Marcus. “Haptic Diagrams: From Cinematography to Architectural Performance.” (2009): 71-76.
54 Friedberg, Anne “Window Shopping: Cinema and the Postmodern” Berkeley: University of California Press (1993). quoted in “Haptic 
Diagrams: From Cinematography to Architectural Performance.” (2009):73.
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F i g u r e s  1 7 , 1 8 , 1 9 :  [ R E ] E X -
P E R I E N C E  i n s t a l l a t i o n  a t 
N u i t  B l a n c h  2 0 1 9 .  M c E w -
e n  S c h o o l  o f  A r c h i t e c t u r e . 
I n s t a l l a t i o n  b y  a u t h o r  w i t h 
H a m z a  A d e n a l i .  J a n u a r y 
2 6 ,  2 0 1 9 .  S u d b u r y ,  O N .
freestanding sheet of mylar served as a deconstructed canvas in which the full range of the video 
could be accepted onto both of its sides. This invites visitors to move in behind the canvas, interject-
ing their shadows into the artwork and furthering the narrative of the installation. Clear acetate was 
used as a medium to project the video diagrams through, before reaching the mylar canvas beyond. 
The series of acetate loops create floating images down towards the ground establishing a spatial 
quality to the video diagrams. This installation acts as an analogy and reminder that the virtual world 
presented is only a representation of the proposed reality; similar to the role of the architect in intro-
ducing a design concept to a client. 
    One video diagram tested through the medium of the spatial installation consisted of art formerly 
exhibited at the Art Gallery of Sudbury to highlight existing Northern Ontario artists works experi-
enced in a more engaging environment. Not a re-interpretation of the art; instead freeing it from the 
limits of the frame to experience the same art in a new way, revealing new insights. This video would 
project coloured specs of light in the artworks onto the acetate encouraging the visitors to move 
around and in-between, recreating the experience each time someone enters the artwork. This en-
gaging installation puts the viewer at the forefront of the arts experience and breaks the boundaries 
of art as an artifact, as a prop, on a pediment, or wall.
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    A second video diagram tested spatially was the diagrammatic film created during the research 
portion of this thesis, that captured the cinematic sequencing of the experience at the Guggenheim 
and the MoMA. The video served as a method for observing and understanding the experiences had 
while visiting the case studies; however, it spoke to redefine and challenge the institutions of art gal-
leries through an understanding of the architecture in a virtual world. Not only can the film serve as a 
conceptual diagram, the experience of watching the film can allude to something of more profound 
meaning. As Walter Benjamin states, human optics is a passive function that can be broadened by 
the use of modern technology in media such as film to move the experience into more active involve-
ment.55 To further this notion of participation against contemplative viewing, through diagramming 
I chose to project the Guggenheim-MoMA video onto the surrounding walls of the architecture. 
This experiment was to test the idea of atmosphere and experience as it relates to film editing and 
begin to bridge the gap between this virtual world, and our reality; hoping to continue this discovery 
into the design process. Projecting the video directly on the wall seeks to define what it means to be 
immersed in the artworks of film to create an affective experience spatially; similar to the theory of 
phenomenology. How does this translate to architecture for an art centre architecture? Volk and Mar-
cus view a direct line to the translation from film diagram to architecture by use of digital parametric 
modelling extracted from complex spatial-temporal scenes in film media.56 The authors explain how 
this model offers several design solutions with its relations to program and architectural moments 
over a singular form of the architecture. The photomontage created from the Guggenheim-MoMA 
video diagram takes into consideration the sequential moments of the architecture and thus high-
lights the experience and not the form, in a similar way (figures 15,16). 
    During the creation of the installation, unexpected discovery of new art occurred through the 
re-experiencing of the old art. The refractions of light from the video projections revealed moving 
abstract forms on the ceiling, walls, floor, and people interacting with the installation. I proceeded to 
photograph the moving refractions of light and colour as people shook the acetate loops to reveal 
the changing artworks that would not occur without the public engagement (figures 22, 23, 24). This 
discovery acts as an analogy for the hypothesis that rejecting traditional gallery etiquette frees the 
artworks to inspire new genres within art and architecture. Through immersive engagement, the 
artworks can acquaint a broader community to the arts, recreating a sense of collaboration and com-
mon reasoning for the future cultural development of the city. Through this rigorous analytical and 
research-creation process, I have determined that an immersive, community-focused art centre for 
Sudbury, Ontario could be achieved through architectural diagramming that considers the sequential 
qualities of film to provide a conceptual framework based on the theory of Projective Architecture. 
55 Walter Benjamin, ‘The Work of Art in the Age of Mechanical Repro- duction,” in Hanna Arendt, ed., Illuminations, Harry Zohn, trans. (New York: 
Schocken Books, 1969), p. 232. quoted in “Haptic Diagrams: From Cinematography to Architectural Performance.” 
56 Volk, Carmella Jacoby, and Anat Messing Marcus. “Haptic Diagrams: From Cinematography to Architectural Performance.” (2009): 71.
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F i g u r e s  2 0 , 2 1 :  G u g g e n -
h e i m - M o M A  v i d e o  d i a g r a m 
p r o j e c t e d  o n t o  a r c h i t e c -
t u r e .  M c E w e n  S c h o o l  o f 
A r c h i t e c t u r e .  I n s t a l l a t i o n 
b y  a u t h o r .  M a r c h  1 8 ,  2 0 1 9 . 
S u d b u r y ,  O N .
33
R E N A U D ,  A N A S T A S I A
P
ro
je
ct
iv
e 
A
rc
hi
te
ct
ur
e:
 a
n 
A
pp
ro
ac
h 
to
 B
ui
ld
in
g 
an
 I
m
m
er
si
ve
 A
rt 
C
en
tr
e 
fo
r 
S
ud
bu
ry
, 
O
nt
ar
io
F i g u r e s  2 2 , 2 3 , 2 4 :  N e w  A r t  E x p r e s s i o n s .  P h o -
t o g r a p h y  o f  l i g h t  r e f r a c t i o n s .  b y  a u t h o r .  2 0 1 8 -
2 0 1 9 . 
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    With an attempt to reintegrate architectural discourse into the underpinnings of practice, architec-
tural theorists Sarah Whiting and Robert Somol coined Projective Architecture in which the role of 
architecture is to respond to and with its surrounding context intending to focus on its effects rather 
than autonomous form, or pure function.57 It remains an architectural theory opposing ‘critical theory’ 
by its rejection of architecture relying on shared norms, principles, and traditions for an architecture 
rooted in every day or common experience.58 Published in Log 5: Postcriticality, Projective Architec-
ture lacks any need to resist market forces through architecture but instead seeks to work with many 
diverse economies, networks and socio-political communities to better effect beyond their needs.59
    
    For the debate of community-focused art gallery architecture, or what an art centre could do for 
a community like Sudbury, Projective Architecture provides an essential set of rules, or anti-rules, 
focused on creating the experience of the built environment for the user, regardless of relevant the-
ories of the time.60 The term projective could be interpolated in many ways; projective in the sense 
that one can elicit interpretive responses through an ambiguous body, or projective in the physical 
sense of projecting an object or video. The term holds meaning in other realms beyond architecture 
including those like projection print, but the most hermetic use of the term is, in my opinion, within 
architecture. Somol and Whiting’s clever use of the word is to express their interest in redefining 
the role of architecture away from criticality and towards projection. To the pair, Projective Architec-
ture is anti-narrative, nonindicative of culture, but accepting of the existing conditions.61  Not to be 
mistaken that it is unable to affect the surrounding conditions, but considerate as to not change it for 
one singular purpose; to accept the existing and influence accordingly. By the all surrounding nature 
of architecture, critical thinking is not necessary to engage with it. The very nature of architecture 
is that is it everywhere affecting all, consciously and subconsciously.  The use of this theory for an 
art centre in Sudbury could prove a solution to the unique culture that exists, not to change what is 
there, but to adapt and embed an ideology through candid but organized engagement; something 
that traditional architectural approaches have failed to achieve in the past. 
    In the essay entitled “Notes around the Doppler Effect and other Moods on Modernism” Whiting 
and Somol reveal how Projective Architecture antithesizes autonomous architecture for the sake of 
the inhabitant and community. First, the plan is addressed by a preference of overlapping program 
57 Somol, Robert, and Sarah Whiting. “Notes around the Doppler Effect and Other Moods of Modernism.” Perspecta 33 (2002): 76. 
58 Somol, R.E., and Sarah Whiting. “Okay, Here’s The Plan...” Log, no. 5 (2005): 4-7.
59 ibid.
60 Somol, Robert, and Sarah Whiting. “Notes around the Doppler Effect and Other Moods of Modernism.” 75.
61 ibid.
PART 2 - RESEARCH & DISCUSSION
PROJECTIVE ARCHITECTURE | PROJECTOR
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F i g u r e s  2 5 :  W o o d e n  p r o j e c t o r  v i s u a l i z a t i o n  i n  s p a c e .  C o l l a g e  D i a -
g r a m .  b y  a u t h o r .  2 0 1 9 .
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rather than a distinct union of program blocking through form. This non-hierarchical floor plan model 
ensures multiple types of engagements within the space based on plasticity and not flexibility.62 By 
flexibility, the pair means the randomness of the program within a space, whereas plasticity offers the 
opportunity for curated chance engagements within one changing space.63 Lara Schrijver elaborates 
on the practical relevance of Projective Architecture by expressing the invaluable role of the archi-
tect to push beyond mere compliance of the client, to offer something beyond the first knowledge of 
the user.64 I agree that an architecture blindly serving the clients programmatic needs will be lacking 
a quality that renders it more relevant to the surrounding community. By offering a changeable archi-
tecture, the community can adapt, interact, and learn from it in a likewise changing culture. 
    Whiting and Somol use the notion of parallax as a metaphor for their argument of change in 
Projective Architecture. The greek “parallaxis” meaning change, is defined as the shift in perspec-
tive of an object by altering its position being viewed.65  A parallax is invariably a spectacle event 
only created by the movement of the engager; the theatrics are only created during the process of 
changing one’s perspective. This performance, as explained by Somol and Whitting, solicits a surpris-
ing plausibility that can also be captured in our built environment.66 They state that the object and 
the subject carry information and energy for an exchange to create an atmospheric interaction.67 It 
is this interaction that creates the architecture, not the autonomous form or criticality only explicit to 
those on the inside. Similar to the worlds created in film; the connection between the viewer and the 
moving picture is created through the atmosphere of the cinematography and not necessarily the 
content. Achieved through instances of repetition, coincidence, and echoing, that creates an overlap 
of real and virtual worlds, this ideology can be translated through tangible architecture by considering 
the layering of facades, textures, materials, and lighting to create chance engagements through an 
interesting filtered lens. Ultimately, an architecture that considers the movement of the inhabitants, 
both in terms of its projection outward to the surrounding neighbourhoods, and environments, as 
well as circulation inward, will ensure a design focused on resolving interesting atmospheric, but also 
functional user spaces. Advancing the research-creation methodology, the design and build of a con-
ceptual object ended in a functional wooden projector as a distillation of the ideologies of Projective 
Architecture. The object offered a more tangible understanding of the atmosphere and participation 
necessary to build this community-focused art centre for Sudbury, Ontario.  
62 Somol, R.E., and Sarah Whiting. “Okay, Here’s The Plan...” Log, no. 5 (2005): 4-7.
63 ibid, 7.
64 Schrijver, Lara. (2009). Whatever Happened to Projective Architecture? Rethinking the Expertise of the Architect. Footprint. 3. 123-128. 
65 Somol, Robert, and Sarah Whiting. “Notes around the Doppler Effect and Other Moods of Modernism.” 76. 
66 ibid.
67 Somol, R.E., and Sarah Whiting. “Okay, Here’s The Plan...” Log, no. 5 (2005): 6-7.
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    It is robot-like though made of wood; technological, yet analog; merges the past, and future; old, 
and new. This projector acts as an analogy for the dichotomy that exists between the institutions of 
art galleries and emerging social art genres, to imagine the possible coexistence of high and low art. 
Drawing upon the theory of Projective Architecture, and building upon the research-creation instal-
lation testing, the wooden projector offers an understanding of the character essences necessary 
to build communities. Norberg-Shulz defines the phenomenon of place as more than location but a 
collection of character essences and atmospheres.68 In this discussion, an architectural character 
is defined to change based on the action it serves.69 For example, a house should have a protective 
character and an office a practical one. For the proposed art centre, the wooden projector offers a 
material understanding of the character essence needed to spur community engagement.      
    The wooden projector seemingly personifies its character essence through its tall freestanding 
structure, face-like lens, box frame, and accordion hair. Give it light up eyes, and it might just come 
to life. Instead, it lays dormant until a user interacts with it. By placing a cellphone, iPad, or camera 
light on the designated opening at the top, the robot-like projector becomes activated. The cell-
phones screen reflects its contents down through and out of the lens to create moving images on 
the walls beyond; light beams down its body cavity and glows through the substrate built around it. 
If no cellphone is available, the projector can work in reverse by placing a piece of paper over the 
glass screen, displayed is what the lens is picking up in real time. This projector, like I imagine the 
proposed art centre for Sudbury, creates the space and the art that would not exist without the en-
gagement of the user.  It offers an unbiased object experience, that can procure an understanding of 
its intentions through projection, interaction and play, rather than a passive appreciation of the thing 
itself. Once the user is finished, the projector sleeps again, until the next visitor activates it. 
    Like Projective Architecture, the wooden projector does not limit itself to one absolute interpreta-
tion of experience.70 In other words, it supports the possibility of multiple engagements and interpre-
tations rather than a prescribed cohesion of program, technology and form. The experience evoked 
by the projector is adaptable to each visitor based on their particular preknowledge and experiences. 
Since the projector has nothing to do with education level, skill level, or demographics of the person, 
anyone can walk up, place their cellphone on the glass screen and interact through projected video, 
photographs, or light. Overall, the projector does not ask of the details of its optics and mechanics, or 
68 Norberg-Shulz, Christian. “The Phenomenon of Place.” edited by Kate Nesbitt Kate. In Theorizing a New Agenda for Architecture: An Anthology 
of Architectural Theory 1965 - 1995. (1995): 414-427.
69 ibid.
70 Somol, Robert, and Sarah Whiting. “Notes around the Doppler Effect and Other Moods of Modernism.” 76.
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 s c a l e d  d i a g r a m  P R O J E C T O R :
1 : 2 0
    P l a n  ( t o p ,  l e f t ) ,  E l e v a t i o n  ( b o t o t m ,  l e f t ) , 
R o o f  P l a n  ( t o p ,  r i g h t ) ,  S e c t i o n  ( b o t t o m ,  r i g h t )
      
                        0                         20                     40                 60 (cm)
F i g u r e s  2 6 :  W o o d e n  P r o j e c t o r .  S c a l e d  c o n c e p t u a l  d i a g r a m  s h o w i n g  p l a n , 
s e c t i o n ,  e l e v a t i o n ,  a n d  r o o f  p l a . .  b y  a u t h o r .  2 0 1 9 .
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F i g u r e s  2 7 ( t o p ) ,  2 8 ( b o t t o m , l e f t ) ,  2 9 ( b o t t o m , 
r i g h t ) :  W o o d e n  P r o j e c t o r .  C o n c e p t u a l  o b j e c t . 
b y  a u t h o r .  2 0 1 9 .
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F i g u r e s  3 0 ( t o p ) ,  3 1 ( b o t t o m ) :  W o o d e n  P r o j e c t o r 
s h o w i n g  v i d e o  p r o j e c t i o n  g l o w .  C o n c e p t u a l  o b -
j e c t .  b y  a u t h o r .  2 0 1 9 .
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what its material and shape is intended to represent, but instead, it supplies an avenue of effective-
ness through the idea of the object itself. In other words, the object is more concerned with what it 
can do, or the activities it can spur on a broader sociocultural platform more than a personal under-
standing of its supposed deeper meaning. This allows the visitor to come in contact with something 
that transmits an experience and thus can influence its surrounding condition. An activated architec-
ture is one that is not only activated or animated by its community but also inspires its community to 
be more active within the city’s culture. 
    Drawing upon the many developments recounted from the various case studies and on-site obser-
vations, and based on the preceding research and testing, the framework for an immersive art centre 
for Sudbury, Ontario will focus on an active reciprocal engagement between the community and 
emerging arts artists, to breed new genres of Northern Ontario art. The goal is not to take away from 
the art with the architecture but add to the experience of the art by adopting an all-encompassing 
environment as it is familiar with the medium of film. This thesis seeks to bridge the passive but evoc-
ative nature of film-watching into a haptic design proposal for an engaging art centre. Could a gallery 
space defy the laws of light and preservation? How can the sequential moments in film art be applied 
architecturally to the experience of an art centre? Perhaps the proposed art centre should encourage 
the active use of modern technology, creating immersive light spaces for videography and photog-
raphy by the user. Overall, the proposed art centre for Sudbury should encourage diverse art genres, 
help nurture new and inspiring artists, complement emerging economies in the city, and appeal to 
the community of Sudbury as a whole. This immersive place would not only appeal to more diverse 
generations of art appreciators but also appeal to those less interested in the arts by a visually and 
socially engaging architectural experience. The use of film as a driver of art interest is necessary to 
invite a broader demographic to the arts centre, spurring a shared appreciation for the arts within the 
city.  With the art’s ability to direct and highlight various sociocultural issues, these relevant messag-
es would reach a wider public. Overall, I imagine a non-hierarchical gallery that encourages random 
movement yet still organized by a clear procession, bringing the visitor back to the content while fully 
accepting the community as part of the art.
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F i g u r e  3 2 :  P u b l i c  O b s e r v a t i o n s  ( M u s e u m  o f  M o d e r n  A r t , 
N e w  Y o r k ,  N Y ) .  B y  a u t h o r .  N o v e m b e r  3 ,  2 0 1 8 .
F i g u r e  3 2 . 1 :  P r o j e c t e d  v i d e o  i n s t a l l a t i o n  c r e a t e d  a r t . 
P h o t o g r a p h y  o f  m o v i n g  l i g h t  f o r m s .  B y  a u t h o r .  D e c e m b e r 
2 0 ,  2 0 1 8 .
D E S I G N  P R O P O S A L
P A R T  3
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PART 3 - DESIGN PROPOSAL
Location
   Upon studying the many case studies visited during the research process, one particular require-
ment integral to the public perception of the proposed art centre is its location within a divided city. 
The Hyde Park Arts Center is an excellent example of a location that is inclusive of all communities 
and demographics of Chicago in one place. Chicago’s North and South division is blurred in the loca-
tion of Hyde Park providing a neutral sense of community for anyone to enjoy. The term neutral could 
be taken literally, as in geographically central to the city, usually downtown like in the case of the 
John Michael Kohler Arts Center. The term neutral can also be understood politically, as in the case 
of the Hyde Park Art Centre in a location that is accepting of all diverse background and ethnicities, 
creating a sense of accessibility to all. This inclusive ideology also plays into the narrative of the Hyde 
Park Art Center’s diverse programming. For an arts centre in Sudbury, Ontario I believe both uses of 
the term neutral must be recognized to ensure a site accessible to all diverse opinions and sociocul-
tural characteristics existing in the city. 
    The city of Sudbury’s identity is firmly based in its mining economy. Unfortunately, these billion 
dollar international corporations do little to encourage the cultural growth of the city. The city’s 
leading institutional arts appeal to a specific elite group of already-interested-in-art people. Recently 
there has been a splurge in more contemporary art genres, focused on the relevant portrayal of art in 
today’s context. However, these community-focused art styles are usually seen in guerilla fashions or 
small galleries working effortlessly to promote their point of view within the discipline. This emerging 
community of contemporary art has given life to a re-expression of Northern Ontario through a more 
relevant lens. However, the city is currently in a state of change and resistance to change, people in-
formed and people misinformed. There exists a divide within the arts and culture of the city; a divide 
of centralization and decentralization; and a divide of the importance of tradition and progression. 
    With this politically uneasy divide in the city, I am proposing the site for the new arts centre to be 
in a neutral location, far enough from the debate of downtown versus other but central none the 
less. The location is situated in Sudbury’s revered Bell Park adjacent the boardwalk and surrounded 
by other arts and cultural community institutions such as Science North just down the shoreline 
of Ramsey Lake. One of the few areas that offer truly public access to the lake is due to the Bell 
covenant located on over one hundred acres of land donated by William Bell in and surrounding 
Bell Park.71 This covenant established in 1926 ensures the area is to remain public institutional and 
parkland zoned to maintain the public access of the park.72 Bell Park is inarguably the only genu-
71 Staff, Sudbury.com. “Remembering Our History.” Sudbury.com. July 24, 2011.
72 ibid.
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P R O P O S E D  S I T E 
O l d  S u d b u r y  G e n e r a l  H o s p i t a l
E x i s t i n g  A r t 
G a l l e r y  o f  S u d -
b u r y
S c i e n c e  N o r t h
L a u r e n t i a n  U n i v e r s i t y
N o r t h e r n  W a t e r -
s p o r t s  C e n t r e
D y n a m i c  E a r t h
1
A111
1 : 600
ROOF PLAN & SECTION
L O C A T I O N  P L A N :
1 : 5 0 0 0
                        0                         5 00                  1000            2000 (m) F i g u r e  3 3 :  S i t e  L o -
c a t i o n  m a p .  D r a w n 
b y  a u t h o r  a f t e r  C i t y 
o f  G r e a t e r  S u d b u r y , 
2 0 1 9 .
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inely open, and accessible by all socioculturally dense areas in the city. This embedded apprecia-
tion makes the location appeal to the community as a whole with the potential to create an area of 
arts and culture for the entire city. This cultural hub is where Canada day festivities occur, as well 
as music and other festivals in all four seasons. Though a ten to fifteen minute walk from the true 
downtown of the city, I believe Bell Park to be a widely accepted central node to Sudbury. Its widely 
accepted location and proximity to the downtown may inspire the city of Sudbury to recentralize and 
refocus on the cultural growth of the downtown area. The proposal of an arts centre may reinspire 
the city and community to the potential cultural realm that could spur around the lake and Bell Park. 
 Sitting on Bell covenant land is the former St. Joseph’s General Hospital building. It has 
an additionally contentious history of ownership and abandonment with its most recent owner a 
Southern Ontario development firm hoping to rezone the site to residential for high-end and private 
condominium units. However, the extremely visible, and prominent nature of the building lends itself 
to one of public access and not private residences. Although the covenant is useful for preserving 
the public of the park, it has also allowed the building to remain abandoned for almost ten years. This 
presents an opportunity to rebuild the vibrant history of this park, and the equally as interesting his-
tory of the old hospital in Sudbury. Overall, the use of an existing building is to encourage the positive 
progression of Sudbury’s contemporary culture, helping to redefine the old for the new in both terms 
of the arts and the architecture for the city.
F i g u r e  3 4 :  C o n c e p t u a l  S i t e  D i a g r a m  ( A p p r o a c h  t o  O l d 
G e n e r a l  H o s p i t a l  B u i l d i n g  i n  S u d b u r y ,  O N ) .  D r a w n  b y 
a u t h o r ,  2 0 1 9 .
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I C O N  /  W A Y F I N D I N G
C O N S I D E R A T I O N  # 1
T h e  b u i l d i n g  p o k e s  o u t  f r o m  t h e  t r e e 
t o p s  a l l o w i n g  p a s s e s r b y  t o  s i t u a t e  t h e 
p r o p o s e d  a r t s  c e n t r e  f r o m  t h e  p a r k s i d e 
a s  w e l l  a s  t h e  s t r e e t  s i d e  t o  t h e  N o r t h -
W e s t . 
E X T E N D I N G  I N T O  C O M M U N I T Y
C O N S I D E R A T I O N  # 3
T h e  b u i l d i n g s  l o c a t i o n s  o f f e r s  o p p o r t u -
n i t i e s  f o r  e x t e n d i n g  t h e  e x p e r i e n c e  o f 
a r t  i n t o  t h e  a d j a c e n t  p a r k  t h r o u g h  t h e 
u s e  o f  c o m m u n i t y  r u n / c r e a t e d  s c u l p t u r e 
g a r d e n s .
L A K E  A C C E S S
C O N S I D E R A T I O N  # 2
T h e  b u i l d i n g  i s  s i t u a t -
e d  i n  B e l l  P a r k  o f f e r -
i n g  p u b l i c  a c c e s s  t o 
R a m s e y  L a k e  w h i c h 
u l t i m a t e l y  f u r t h e r s  t h e 
p r o p o s e d  a r t s  c e n t r e ’ s 
s e n s e  o f  c o m m u n i t y . 
H E L I P A D  /  V I E W S
C O N S I D E R A T I O N  # 4
A n  e x i s t i n g  h e l i p a d 
o n c e  s e r v e d  t h e  O l d 
G e n e r a l  H o s p i t a l 
c o u l d  b e  r e i m a g i n e d 
i n t o  a  g a t h e r i n g  s p a c e 
f o r  t h e  a r t  c e n t r e 
w h e r e  l o c a l  a r t i s t s 
w o u l d  b e  i n v i t e d  t o 
c r e a t e  i n - s i t u  a r t -
w o r k s  a n d  i n s t a l l a -
t i o n s  f o r  i t s  c o m m u n i -
t y  t o  e n j o y  a l o n g s i d e 
f r a m e d  v i e w s  t o  R a m -
s e y  L a k e . 
E X I S T I N G  B U I L D I N G
C O N S I D E R A T I O N  # 5
T h e  e x i s t i n g  b u i l d i n g  o n c e  s e r v e d 
t h e  c o m m u n i t y  a s  t h e  G e n e r a l  H o s -
p i t a l  w h e r e  m a n y  s t i l l  r e s i d i n g  i n 
t h e  C i t y  o f  S u d b u r y  w e r e  b o r n , 
w h o ’ s  r e l a t i v e s  p a s s e d ,  a n d  o t h e r 
m i r a c l e s  a n d  t r a g e d i e s  o c c u r r e d .  I t 
n o w  s i t s  d e c r e p i d ,  a b a n d o n e d  a n d 
p a r t i a l l y  d e m o l i s h e d ,  a n  e y e s o r e  i n 
a  c e n t r a l  a n d  e x t r e m e l y  p r o m i n e n t 
l o c a t i o n  a l o n g  t h e  p u b l i c  s h o r e  o f 
t h e  r e v e r e d  R a m s e y  L a k e  a t  B e l l 
P a r k .  T h i s  o f f e r s  a n  i m m e n s e  o p -
p o r t u n i t y  t o  h i g h l i g h t  t h e  h i s t o r y  o f 
a n  i m p o r t a n t  i c o n  f o r  t h e  C i t y  w h i l e 
t a k i n g  f u l l  a d v a n t a g e  o f  t h e  u n i q u e 
d e c r e p i d  s t a t e  o f  a b a n d o n e d  b u i l d -
i n g s . 
F i g u r e  3 5 :  O l d  G e n e r a l  H o s p i t a l  B u i l d i n g  t o  R a m s e y  L a k e .  T o p o g r a p h i c a l  S i t e  D i a g r a m  a n d 
P h o t o g r a p h y .  b y  a u t h o r ,  2 0 1 9 .
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F i g u r e  3 6 :  O l d  G e n e r a l  H o s p i t a l  B u i l d -
i n g  i n  s i t e  c o n t e x t .  S h o w i n g  C o n c e p -
t u a l  C a n o p i e s  ( d e s i g n  p r o c e s s  t o  s e c -
o n d - s k i n  f a c a d e  s y s t e m ) .  M o d e l  a t 
1 : 5 0 0 .  b y  a u t h o r ,  2 0 1 9 .
F i g u r e  3 7 :  O l d  G e n e r a l  H o s p i t a l  B u i l d -
i n g  i n  s i t e  c o n t e x t .  S h o w i n g  C o n c e p -
t u a l  C a n o p i e s  ( d e s i g n  p r o c e s s  t o  s e c -
o n d - s k i n  f a c a d e  s y s t e m ) .  M o d e l  a t 
1 : 5 0 0 .  b y  a u t h o r ,  2 0 1 9 .
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F i g u r e  3 8 :  O l d  G e n e r a l 
H o s p i t a l  B u i l d i n g  i n  s i t e 
c o n t e x t .  S h o w i n g  C o n -
c e p t u a l  C a n o p i e s  ( d e s i g n 
p r o c e s s  t o  s e c o n d - s k i n 
f a c a d e  s y s t e m ) .  M o d e l  a t 
1 : 5 0 0 .  b y  a u t h o r ,  2 0 1 9 .
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F i g u r e  4 1 :  O l d  G e n e r a l 
H o s p i t a l  B u i l d i n g  i n  s i t e 
c o n t e x t .  S h o w i n g  C o n -
c e p t u a l  C a n o p i e s  ( d e s i g n 
p r o c e s s  t o  s e c o n d - s k i n 
f a c a d e  s y s t e m ) .  A e r i a l 
v i e w  s k e t c h .  b y  a u t h o r , 
2 0 1 9 .
F i g u r e  4 0 :  O l d  G e n e r a l 
H o s p i t a l  B u i l d i n g  i n  s i t e 
c o n t e x t .  S h o w i n g  C o n -
c e p t u a l  C a n o p i e s  ( d e s i g n 
p r o c e s s  t o  s e c o n d - s k i n 
f a c a d e  s y s t e m ) .  V i e w 
f r o m  P a r i s  S t r e e t  s k e t c h . 
b y  a u t h o r ,  2 0 1 9 .
F i g u r e  3 9 :  O l d  G e n e r a l 
H o s p i t a l  B u i l d i n g  i n  s i t e 
c o n t e x t .  S h o w i n g  C o n -
c e p t u a l  C a n o p i e s  ( d e s i g n 
p r o c e s s  t o  s e c o n d - s k i n 
f a c a d e  s y s t e m ) .  V i e w 
f r o m  p a r k  s k e t c h .  b y  a u -
t h o r ,  2 0 1 9 .
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PART 3 - DESIGN PROPOSAL
SITE
    In addition to a neutral site location, a diverse and engaging procession is integral to the pub-
lic success of the proposed art centre. Following Projective Architecture’s order to appeal to the 
people’s needs and beyond, there must exist several access types to the sight.73 Diverse circulation 
at the city scale will draw people of any demographic to the building, allowing for the success of 
outreach programming to affect other communities. An example of a central location with corre-
sponding outreach programming was discovered at the John Michael Kohler Arts Center, where the 
artworks spread into the surrounding community through what is called the Sheboygan Project.74 
The program invites artists and community members to collaborate in public art making throughout 
the urban landscape of Sheboygan’s downtown.75 Murals as a form of public art play a social role in 
delivering poignant messages by their in-situ response to their surrounding context.76 In addition to 
linking artists and community, the installations lead up to the centre, filtering into the surrounding 
downtown physically inviting passers-by to approach the building. Coupled with the programming of 
the institution, one of the public art installations was built in collaboration with the local carpenters’ 
union to create lasting ties with residents beyond the realm of art.77 For Sudbury, the icon status of 
the building is essential to ignite community participation; this is achievable through the existing 
height of the old General Hospital building, filtering its impact into surrounding neighbourhoods. 
As with the John Michael Kohler Arts Center, the location of the abandoned building offers pro-
gramming opportunity to extend into the surrounding park through the use of community sculpture 
gardens. In addition to the building’s prominent location, the site offers three distinct access points; 
urban street access on the North-West of the building, parkland access on the South of the building, 
and residential access on the North side. Several forest-walks link pedestrians to the building from 
the lake which offers the ability to harness passerby traffic from the boardwalk and Science North. 
This type of landscape resonates with the residents of Sudbury as nature, and outdoor culture is 
prominent in the North. The main access road, Paris Street, links car traffic from the city, as well as 
urban pedestrian travel with corresponding bus routes. The residential Facer Street links the pro-
posed residency artists to a neighbourhood and bus stop, as well as offers an open area for private 
parking and safe entry. The topographical nature of the site creates natural spatial qualities such 
as an excavated natural amphitheatre, to couple with the existing Art Gallery of Sudbury children’s 
education programming. 
73 Somol, Robert, and Sarah Whiting. “Notes around the Doppler Effect and Other Moods of Modernism.” 77.
74 “The Sheboygan Project.” John Michael Kohler Arts Center Website.
75 ibid.
76 Bae, Jaehan. “Teaching with Murals at a Post Office: A Community’s Past, Present, and Future.” Art Education 62, no. 5 (2009): 25-32. 
77 “The Sheboygan Project.” John Michael Kohler Arts Center Website.
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S I T E  P L A N :
1 : 2 0 0 0
    
7 0 0  P a r i s  S t r e e t   
S u d b u r y,  O N
    
Z o n e     
I n s t i t u t i o n a l  &  P a r k l a n d
0              10  20   50 (m)
F i g u r e  4 2 :  S i t e  P l a n .  1 : 2 0 0 0 .  D r a w n  b y  a u t h o r  a f t e r  C i t y  o f  G r e a t e r  S u d -
b u r y ,  2 0 1 9 .
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PART 3 - DESIGN PROPOSAL
PROGRAM
   As mentioned, the discourse of art gallery architecture focuses mainly on the spectacle versus the 
blank canvas ideologies; the design proposal will instead focus on how art in the public sphere can 
engage social ideas and actions, including those of social movements, and daily life. The concep-
tual intention for the exterior of the building is to encourage engagement through an active facade, 
blurring the lines between the public and the institution. Layering virtual and real worlds alludes to 
the evocative and polemical nature of film art. The design proposal intends to focus on the social ef-
fects of art activism to provide a platform for learning and expression, in response to the surrounding 
context of the existing building and Sudbury. Workshops that dovetail with gallery spaces will allow 
visitors to immerse themselves in the art being created by its residency artists offering a deeper way 
to appreciate the various Northern Ontario art pieces. The proposed institution will function as an 
art incubator for the community, through the architecture, programming, and existing history of the 
building to breed new art into the community. The artworks will continue to be inspired by the same 
values and traditions of Sudbury as seen in traditional art, including landscape, family, indigenous and 
French cultures, while also allowing a progression of new cultures and a platform. Overall, the pro-
posed art centre for Sudbury would encourage the coexistence of the high and low arts with existing 
Art Gallery of Sudbury facilities designated at the North and North-West of the proposed building to 
consider preservation needs. For the sake of this thesis, this area is blocked off in grey in correspond-
ing axonometric diagrams and floor plans to demarcate the zones that have not fully been designed 
for the AGS program. I have focused on the conceptual development and design of the contempo-
rary gallery spaces, public programming spaces, and various indoor and outdoor circulation spaces. 
    The use of the former Hospital in Sudbury links itself to the past histories of those who have died 
and who were born in the building. By reclaiming the building for public use, it would maintain this 
iconic status for all city dwellers. How can the history of the existing building be incorporated into 
the proposed arts centre? The existing building acts as a canvas itself providing the community to 
interact with its history, and past stories through this icon status, proximity to the lake, and central 
location. The nine-story building currently divides into several wings. I am proposing to consider the 
initial intentions of the architecture when it was a hospital and utilize these wings for the proposed 
interior spaces. A strategic branding scheme could function as the mediator of information to further 
this connection from the community to the history of the building. First, the name should be consid-
ered as it usually forms a person’s first perception of the art institution. The title of the institution can 
offer a more open appearance to hopefully address the elitism that sometimes exists at the most fun-
damental level, their name. The most common titles that exist are; art gallery, art centre, art institute. 
These tend to have an exclusivity by their innate connection to the existing art gallery institutions 
and existing conventions embedded. In a study to evaluate alternatives, I gathered a collection of 
F i g u r e  4 3 :  P r o g r a m  B l o c k i n g  a x o n o m e t r i c 
d r a w i n g  o f  e x i s t i n g  b u i l d i n g  ( O l d  G e n e r a l 
H o s p i t a l ,  S u d b u r y ,  O N ) .  b y  a u t h o r ,  2 0 1 9 .
MAIN PUBLIC: GALLERIES & 
STUDIOS
GALLERY 1 
(HIGH ART WING)
GALLERY 2 
(LOW ART WING)
PUBLIC GREEN 
SPACE
RESIDENCY UNITS
SERVICES
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F i g u r e  4 4 :  A r t  I n s t i t u t i o n  T i t l e s  D i -
a g r a m .  b y  a u t h o r ,  2 0 1 8 .54
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contemporary art gallery titles from all over the world and began to highlight those that instinctively 
seemed inviting. Figure 44 is a diagram collection of these contemporary gallery titles, with those 
appearing more accessible highlighted in pink. This study confirmed that the titles without the de-
termining title such as gallery or institution as their main namesake were seemingly more open and 
inviting. For instance, the Mattress Factory in Pittsburgh, Pennsylvania is an apparent ode to the his-
tory of its building. This connection to the surrounding place of the institution offers more resonance 
to the community than would the title of Art Gallery. Those that have autonomous titles seem more 
accessible due to their ability to create a unique essence or branding that is detached from any other 
institutional indication. However, generally, none of the collected titles served my purpose as actively 
as I had hoped. Perhaps the name is intended to be organic and cannot be forced upon a commu-
nity. The best titles are the nicknames given by the community. Perhaps the idea is not to be as 
explicit as naming the proposed art centre The Hospital; it is more beneficial to speak to something 
more profound with already positive embedded meaning. For Sudbury, the title of Science North no 
longer holds meaning as the words science and north separately, but have become the essence of 
the widely accepted place when put together. Building on the narrative of a cultural hub surrounding 
Ramsey Lake with Science North, the title Arts North could already have a resonating effect on the 
surrounding community. To maintain the embedded history of the former General Hospital building 
into the design intervention for the proposed art centre former wing names and hospital wards could 
serve as the wayfinding scheme for the various galleries. For instance, the former maternity ward 
would maintain its name, with the corresponding gallery used to display art. Perhaps artists would be 
inspired by the history of this specific gallery’s namesake and create artworks related to this theme, 
tieing further into the idea of layers and interconnection of the proposed programming. 
    In order to connect Sudbury and diverse film and video artmakers and to contribute to the devel-
opment of their expertise and artistic approaches, the proposed arts centre would offer an immer-
sive experience in learning and inspiration by its surrounding Northern Ontario landscape, and its 
growing appreciation as a backdrop in the North American film industry. Participants of the residency 
program would have access to hands-on workshops in directing, camera lenses and equipment, 
lighting, post-production editing, production design, conceptual idea making, art expression through 
performance and theatre. Overall, the residency program would attract art and film scholars, curators, 
artists, filmmakers, directors, actors, set and costume designers, but also graphic media artists, 
experimental film and digital video artists to produce new works of video and film art surrounding 
the central theme of Sudbury and the Northern Ontario landscape. This will yield avant-garde film 
and video projection art focusing on the redefinition of the Northern Ontario landscape for today’s 
context.
F i g u r e  4 5 :  P r o g r a m 
D i a g r a m .  E x p l o d e d 
A x o n o m e t r i c .  F i n a l 
d e s i g n  p r o p o s a l  f o r 
a r t  c e n t r e  a t  O l d 
G e n e r a l  H o s p i t a l , 
S u d b u r y ,  O N ) .  b y  a u -
t h o r ,  2 0 1 9 .
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   A dynamic exterior facade system would work in tandem with the residency program to highlight 
the works being created by the program artists. The projection of the film, light and video art created 
through to the exterior of the building would attract passersby from the street or the park. This will 
likely inspire the surrounding community to learn more about the arts through the intrigue of the 
dynamic dancing lights, and video. The John Michael Kohler Arts Center appeals to a broader de-
mographic through its extensive list of programming that goes beyond the mandate of art. Reaching 
outside the community of art will permeate the city with the ideals and intentions of contemporary 
art to affect the community on a sociopolitical level. In other words, the more people that become 
interested in the arts, the more power the people of the community have to make a change. More 
impactful than this is the extensive outreach to other emerging art communities such as the growing 
Venezuelan population that has diversified the institution’s visitors and collections alike.78 As diverse 
residency artists are invited to the proposed art centre in Sudbury, the collection will also diversify, 
and grow as the artists leave behind their new artworks inspired by the Sudbury landscape. The Hyde 
Park Art Center likewise achieves this attractive persona through facility programming including flex-
ible lounge spaces, workshops, and specialty equipment facilities.79 In addition to its programming, 
the art centre’s architectural intentions create an open and inviting environment for the surrounding 
community with the gallery situated adjacent to five existing garage doors that allow a free flow of 
pedestrians wandering in and out of the exhibition.80 Above the gallery, exists a glass facade that acts 
as a two-way projection screen offering views from the public and the gallery.81 With this, the building 
becomes a part of the art while also facilitating more diverse programming, for instance, an outdoor 
gaming expo that focuses on social issues invites community members to interact with the institution 
in a public setting.82 It is evident that the cohesion of program and architecture is at play in both the 
Hyde Park Art Center and the proposed Arts North in Sudbury with its engaging projection facade 
system and corresponding film artmaking residency program.
78 “John Michael Kohler Arts Center.” Alliance of Artists Communities. 
79 Peters, Allison. “The Hyde Park Art Center” Takeover. (2006), 4.
80 ibid.
81 ibid.
82 “Events - The Street Arcade.” Hyde Park Art Center Website.
F i g u r e  4 7 :  C o n c e p t u a l  P h o t o g r a p h y  a n d  C o l l a g e .  d e -
n o t i n g  p r o p o s e d  d e s i g n  c o n c e p t  ( d a y / n i g h t ) .  b y  a u t h o r , 
2 0 1 9 .
F i g u r e  4 6 :  C o n c e p t u a l  P h o t o g r a p h y  C o l l a g e .  d e -
n o t i n g  p r o p o s e d  i n h a b i t a b l e  s e c o n d  s k i n  s c r e e n 
s y s t e m  w i t h  v i e w s  t o  t h e  l a n d s c a p e  b e y o n d .  b y 
a u t h o r ,  2 0 1 9 .
C O N
T E M P O
R A R Y
N O R T H
58
R E N A U D ,  A N A S T A S I A
P
ro
je
ct
iv
e 
A
rc
hi
te
ct
ur
e:
 a
n 
A
pp
ro
ac
h 
to
 B
ui
ld
in
g 
an
 I
m
m
er
si
ve
 A
rt 
C
en
tr
e 
fo
r 
S
ud
bu
ry
, 
O
nt
ar
io
59
R E N A U D ,  A N A S T A S I A
P
ro
je
ct
iv
e 
A
rc
hi
te
ct
ur
e:
 a
n 
A
pp
ro
ac
h 
to
 B
ui
ld
in
g 
an
 I
m
m
er
si
ve
 A
rt 
C
en
tr
e 
fo
r 
S
ud
bu
ry
, 
O
nt
ar
io
PART 3 - DESIGN PROPOSAL
SECOND SKIN FACADE
    Building on the aesthetics and theory of Projective Architecture and case studies such as the Hyde 
Park Art Center, the design intervention for the exterior of the building developed into an interactive 
screen-like facade casing around the entire building. From the original intent viewed in the con-
ceptual collage (figure 40), the second skin functions beyond utility and form, revealing the interior 
contents of the proposed art centre enabling a reciprocal engagement display between the commu-
nity and the institution. The wrapping of a second skin is to serve any practical needs of the building, 
serve the spectacle gallery’s intention to ignite community, and above all to serve as a mediator of 
engagement between the residency artists and the city beyond. This will be achieved through a video 
projection facade system with interior views through the screen-like facade to the landscape beyond 
connecting the visitors with the surrounding Northern city through an unusual and interesting lens.  
    The system would consist of a wood scaffolding-like structure and a translucent polycarbonate 
infill to function as a solution for heating and cooling needs of the abandoned and degrading building. 
The alternative solution would be to insulate from the exterior or interior, hiding the existing building. 
The proposal offers a solution to maintain the integrity of the existing by draping a protective coat 
over the building, preserving it in its state. Additionally, the translucent material and geometric wood 
structure functions to diffuse direct sunlight as it enters into the galleries, aiding to preserve any 
artworks within. 
    Visitors would be able to move through the second skin structure to interact with the building at 
levels that were not possible when it was a working hospital. Due to the stacked nature of the existing 
building, this interstitial space between the building and the facade system would act as a dynamic 
circulation space for the entire building. This space would become activated by light, colour, art-
works, projection and the movement of the people circulating. Like the projector, and like Projective 
Architecture, the building would not be activated without the engagement of the residency program 
and the visiting inhabitants. 
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F i g u r e  4 8 :  C o n c e p t u a l  C o l l a g e  s h o w i n g  p r o p o s e d  d e s i g n  i n t e r v e n t i o n s 
t o  e x i s t i n g  b u i l d i n g  ( O l d  G e n e r a l  H o s p i t a l ,  S u d b u r y ,  O N ) .  d r a w n  b y  a u -
t h o r ,  2 0 1 8 .
F i g u r e  4 9 :  F i n a l i z e d  C o n c e p t u a l  C o l l a g e  s h o w i n g  p r o p o s e d  d e s i g n  i n t e r -
v e n t i o n s  t o  e x i s t i n g  b u i l d i n g  ( O l d  G e n e r a l  H o s p i t a l ,  S u d b u r y ,  O N ) .  d r a w n 
b y  a u t h o r ,  2 0 1 9 .
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@ 1 : 8 0 0 0
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F i g u r e  5 0 :  P r o p o s e d 
s e c o n d - s k i n  f a c a d e 
w r a p p i n g  e x i s t i n g 
b u i l d i n g  ( O l d  G e n -
e r a l  H o s p i t a l ,  S u d -
b u r y ,  O N ) .  d r a w n  b y 
a u t h o r ,  2 0 1 9 .
B
F i g u r e  5 1 :  S i t e  P l a n .  K e y .  b y  a u -
t h o r ,  2 0 1 9 .
A
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R O O F  P L A N :
1 : 2 0 0 0
    E l e v a t i o n s  &  S e c t i o n  C u t
      
                                          0                       10                     20                                40 (m)
F i g u r e  5 2 :  R o o f  P l a n .  F i n a l  d e s i g n  p r o p o s a l  f o r  a r t  c e n t r e  a t  O l d 
G e n e r a l  H o s p i t a l ,  S u d b u r y ,  O N ) .  b y  a u t h o r ,  2 0 1 9 .
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F i g u r e  5 4  ( b o t t o m ) :  W e s t  E l e v a t i o n .  F i n a l  d e s i g n  p r o p o s a l  f o r  a r t  c e n t r e  a t  O l d  G e n e r a l  H o s p i t a l ,  S u d b u r y ,  O N ) .  b y  a u t h o r ,  2 0 1 9 .
F i g u r e  5 3  ( t o p ) :  S o u t h  E l e v a t i o n .  F i n a l  d e s i g n  p r o p o s a l  f o r  a r t  c e n t r e  a t  O l d  G e n e r a l  H o s p i t a l ,  S u d b u r y ,  O N ) .  b y  a u t h o r ,  2 0 1 9 .
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F i g u r e  5 5 :  S e c t i o n .  F i n a l  d e s i g n  p r o p o s a l  f o r  a r t  c e n t r e  a t  O l d  G e n e r a l  H o s p i t a l ,  S u d b u r y ,  O N ) .  b y  a u t h o r ,  2 0 1 9 .
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F i g u r e  5 6 :  F a c a d e  D e t a i l  A x o n o m e t r i c .  F i n a l  d e s i g n  p r o p o s a l 
f o r  a r t  c e n t r e  a t  O l d  G e n e r a l  H o s p i t a l ,  S u d b u r y ,  O N ) .  b y  a u -
t h o r ,  2 0 1 9 .
F i g u r e  5 7 :  F a -
c a d e  S e c t i o n 
D e t a i l  a t  1 : 2 0 . 
F i n a l  d e s i g n 
p r o p o s a l  f o r 
a r t  c e n t r e  a t 
O l d  G e n e r a l 
H o s p i t a l ,  S u d -
b u r y ,  O N ) .  b y 
a u t h o r ,  2 0 1 9 .
F A C A D E  D E T A I L :
1 : 2 0
    E m b e d d e d  P r o j e c t o r s  &  F a c a d e
      
                                          0          10          20                40 (cm)
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F i g u r e  5 8 :  S p a c e  B e t w e e n  S e c o n d - s k i n  F a c a d e .  F i n a l  d e s i g n  p r o p o s a l  f o r  a r t  c e n t r e  a t 
O l d  G e n e r a l  H o s p i t a l ,  S u d b u r y ,  O N ) .  C o n c e p t u a l  c o l l a g e  b y  a u t h o r ,  2 0 1 9 .
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PART 3 - DESIGN PROPOSAL
INTERIOR
    As with the exterior, the interior of the building is currently in a decrepit state with most of the 
spaces demolished exposing a grid of steel columns and beams. I am proposing to leave all mate-
rials and structure intact and exposed. This rugged nature of the gallery would lend itself to oppose 
the traditional gallery model of immaculate white walls. By the very nature of the industrial exposed 
building, the institution becomes more accessible and adaptable. Returning to the proposed art cen-
tres cohesion of high and low arts, the two main gallery wings that protrude away offer the opportuni-
ty to create a contemporary wing and a traditional wing. The South-Easternmost wing is blocked off 
as the new genre gallery wing to take advantage of views to the lake and southern exposed lighting 
not necessary to thoroughly remove due to the free nature of contemporary artworks. One of the 
central interior design interventions for the existing building is to cut out Matta-Clark style openings 
in the floors to allow for double height spaces and connectivity throughout. 
    A positive experience of the building can be achieved through the use of unconscious wayfind-
ing. Drawing from the experiences of the Guggenheim and MoMA in New York, ordered chaos can 
provide the excitement, and understanding needed to serve the art by the architecture. As Whiting 
and Somol similarly stated, an ordered plausibility of circulation can encourage visitors to engage 
but must still be directed by the architecture.83 Similar to the Guggenheim, a central lobby area will 
repeat on each level, linked by openings in each floor to allow for an open public concept. In addition 
to the public realm that is created by the multi-story public spaces, the interesting geometric form of 
the facade system acts as a tool for wayfinding throughout the interior of the space. Glimpses to the 
facade can be visible throughout the building, through proposed glazing and where flooring open-
ings occur. As stated earlier, the public circulation space would primarily be throughout the second 
skin facade to create a visual of moving people throughout the building.  Additional to the dynamic 
circulation, accessible workshops and gallery spaces will allow visitors to immerse themselves in 
the art being created by its residency artists as they test, and create art with and for the community. 
A simple circulation walkthrough of the interior spaces will provide a clearer understanding of the 
design intentions. 
83 Somol, Robert, and Sarah Whiting. “Notes around the Doppler Effect and Other Moods of Modernism.” 76.
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F i g u r e  5 9 :  C o n c e p t u a l  S k e t c h / C o l l a g e  o f  I n t e r i o r  o f  t h e  O l d 
G e n e r a l  H o s p i t a l  B u i l d i n g  i n  S u d b u r y , O N .  V i s u a l i z a t i o n  o f 
n e w  g e n r e  a r t  w i t h i n  t h e  e x i s t i n g  b u i l d i n g .  b y  a u t h o r ,  2 0 1 8 .
F i g u r e  6 0 :  C o n c e p t u a l  S k e t c h / C o l l a g e  o f  I n t e r i o r  o f  t h e  O l d 
G e n e r a l  H o s p i t a l  B u i l d i n g  i n  S u d b u r y , O N .  V i s u a l i z a t i o n  o f 
n e w  g e n r e  a r t  w i t h i n  t h e  e x i s t i n g  b u i l d i n g .  b y  a u t h o r ,  2 0 1 8 .
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    On the main basement level of the building, there exists an entrance on the North side nearest to 
a residential neighbourhood. The residency artists would access the building on this side, as it offers 
a quiet residential street and neighbourhood, private parking area, bus stop, and safe entrance. As a 
resident enters, there are large garage doors to allow movement of large pieces through to the work-
shop, similar to those at the Hyde Park Art Center. In the lobby a string of glass curtain wall greets the 
artists as they enter, offering views to the other artists working in the workshop. This promotes the 
idea of engagement, intrigue and knowledge sharing within the residency program by inviting artists 
to interact with each other while in work. The location of the workshop space is due to the lack of 
windows in the basement to allow for light control and testing for video art creation. Additionally, the 
floor above the workshop, level two, will be removed to create a double height space to accommodate 
flexible walls, hanging artworks, testing, track lighting and other operabilities. Residents can then 
move up through a stairwell or elevator to their residency unit, studio spaces or public galleries.
    There exists a second basement level access at the south of the building, on the parkland side. The 
forest walks and additional parking guides visitors to this community entrances. The outdoor amphi-
theatre and landscaped areas in front mixed with the interior open area offers a dynamic public space 
for dances, and events requiring indoor and outdoor use. 
PART 3 - DESIGN PROPOSAL
LEVEL 1 & LEVEL 2
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L E V E L  1  F P :
1 : 6 0 0
    W o r k s h o p  &  P a r k s i d e  L o b b y 
                                                 0                      5                  10                                         20 (m)
   
L E V E L  2  F P :  
F i g u r e  6 1  ( t o p ) :  L e v e l  1  F l o o r  P l a n .  1 : 6 0 0  F i n a l  d e s i g n  p r o p o s a l  f o r  a r t  c e n t r e  a t 
O l d  G e n e r a l  H o s p i t a l ,  S u d b u r y ,  O N ) .  b y  a u t h o r ,  2 0 1 9 . 
F i g u r e  6 2  ( b o t t o m ) :  L e v e l  2  F l o o r  P l a n .  1 : 6 0 0  F i n a l  d e s i g n  p r o p o s a l  f o r  a r t  c e n t r e 
a t  O l d  G e n e r a l  H o s p i t a l ,  S u d b u r y ,  O N ) .  b y  a u t h o r ,  2 0 1 9 .
14
100
101
104
103
102
105 106 107 108 109
110
111
112
113
C114 115
116
117
RECEPTION 
A
118
D
21
G
AR
AG
E 
D
O
O
R
S
GARAGE DOORS
B
E
1 2 3 4 5 6 8 9 10
A
B
C
D
E
F
G
1211
15
17
8
5
19
6
39
7
8 15 10 7 9 9 10 9 13
23 16 27
7 4 5 6 6
14
20
30
69
15
17
8
5
1 : 300
Level 1 (BASEMENT LEVEL)
Level 1 Room Schedule
100 RESIDENCY ENTRANCE LOBBY
101 WORKSHOP
102 WR
103 WR
104 MEETING ROOM
105 FLEX SPACE
106 FLEX SPACE
107 FLEX SPACE
108 FLEX SPACE
109 FLEX SPACE
110 DARK ROOM
111 PHOTO ROOM
112 OFFICE
113 OFFICE
114 WR
115 WR
116 BASEMENT ENTRANCE / FLEXIBLE EVENT SPACE
117 GALLERY SERVICES
118 STORAGE
A STAIR A
B STAIR B
C STAIR C
D STAIR D
E STAIR E
14
34
9
205
200
201 202
203 204
1 2 3 4 5 6 8 9 10
A
B
C
D
E
F
G
1211723 16 9 18 9
39
24
30
15
17
8
5
15
5
19
6
7 9 9 10
12 8 15 10
1 : 600
Level 2 (SERVICE LEVEL)
Level 2 Room
Schedule
200 LOBBY
201 WR
202 WR
203 STORAGE/OFFICES
204 STORAGE/OFFICES
205 COLLECTIONS / STORAGE
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F i g u r e  6 3 :  L e v e l  1  R e s i d e n c y  E n t r a n c e  L o b b y .  C o l l a g e  V i e w  L o o k i n g  t o  W o r k -
s h o p .  F i n a l  d e s i g n  p r o p o s a l  f o r  a r t  c e n t r e  a t  O l d  G e n e r a l  H o s p i t a l ,  S u d b u r y , 
O N ) .  b y  a u t h o r ,  2 0 1 9 .
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     Most of the floor between level three and level four is to be removed to allow for doubled height 
gallery spaces and public lounge areas. Level three is the most public floor in the building with the 
main access from Paris street entering to the West of the building. Initially, the main entrance to 
the building brought visitors in on the second level but due to the helipad, and public nature of the 
third floor, I am proposed to grade up to level three for the West entrance. This level is where studio 
spaces, public lounges, gallery spaces, coffee shop and artists lounge exist. The helipad is accessible 
on the third floor where video art, film art and other pieces created by the artists would be screened 
within the glass dome, celebrating the merging of landscape and new genre art. An operable curtain 
system would be integrated to allow light control if a more traditional theatre setting if preferred. 
Overall, this translucent geodesic dome offers an enhancement to the evocative experience of art 
film watching. 
PART 3 - DESIGN PROPOSAL
LEVEL 3 & 4
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L E V E L  4  F P :  
F i g u r e  6 4  ( t o p ) :  L e v e l  3  F l o o r  P l a n .  1 : 6 0 0  F i n a l  d e s i g n  p r o p o s a l  f o r  a r t  c e n t r e  a t 
O l d  G e n e r a l  H o s p i t a l ,  S u d b u r y ,  O N ) .  b y  a u t h o r ,  2 0 1 9 . 4
F i g u r e  6 5  ( b o t t o m ) :  L e v e l  4  F l o o r  P l a n .  1 : 6 0 0  F i n a l  d e s i g n  p r o p o s a l  f o r  a r t  c e n t r e 
a t  O l d  G e n e r a l  H o s p i t a l ,  S u d b u r y ,  O N ) .  b y  a u t h o r ,  2 0 1 9 .
L E V E L  3  F P :
1 : 6 0 0
    M a i n  P u b l i c  E n t r a n c e / A r e a s
                                                 0                      5                  10                                         20 (m)
   
28
14
12
2
306
305
307
308
304
310
311
303
300
301 302
309
312
313
1 2 3 4 5 6 8 9 10
A
B
C
D
E
F
G
12117
8 15 5
10
1 9 9
5
9
7
6
15
4
ø 
28
6
19
4
8 15 10
15
17
8
COFFEE STATION
1 : 300
Level 3 (MAIN LOBBY)
Level 3 Room
Schedule
300 MAIN LOBBY
301 WR
302 WR
303 GALLERY 1
304 GALLERY 2 & PUBLILC LOUNGE
305 STUDIO
306 STUDIO
307 WR
308 WR
309 HELIPAD THEATRE
310 HELIPAD THEATRE RESIDENCY
WALKWAY
311 HELIPAD THEATRE WALKWAY
312 AGS SPACE (FUTURE PHASE)
313 AGS SPACE (FUTURE PHASE)
33
14
12
7
400
401 402
403
404
1 2 3 4 5 6 8 9 10
A
B
C
D
E
F
G
12117
8 15 10 7 9 9
2928
41
29
15
17
8
5
1 : 600
Level 4 (EXISTING COLLECTION)
Level 4 Room
Schedule
400 LOBBY
401 WR
402 WR
403 AGS SPACE (FUTURE PHASE)
404 AGS SPACE (FUTURE PHASE)
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F i g u r e  6 6 :  L e v e l  3  d o m e  t h e a t r e  i n t e r i o r  v i e w  o f  i m m e r s i v e 
f i l m  s c r e e n i n g .  F i n a l  d e s i g n  p r o p o s a l  f o r  a r t  c e n t r e  a t  O l d 
G e n e r a l  H o s p i t a l ,  S u d b u r y ,  O N ) .  b y  a u t h o r ,  2 0 1 9 .
F i g u r e  6 7 :  L e v e l  3  L o u n g e  a n d  c o f f e e  s h o p  i n t e r i o r  v i e w  w i t h  v i e w s 
t o  d o m e  t h e a t r e  a n d  l a n d s c a p e .  F i n a l  d e s i g n  p r o p o s a l  f o r  a r t  c e n t r e 
a t  O l d  G e n e r a l  H o s p i t a l ,  S u d b u r y ,  O N ) .  b y  a u t h o r ,  2 0 1 9 .
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PART 3 - DESIGN PROPOSAL
LEVEL 5
    On the fifth level, workshops begin to dovetail with gallery spaces, allowing the visitors to immerse 
themselves in the art being created by its residency artists. This interaction promotes engage-
ment between the visitors and the artists to provide a more profound way to appreciate the various 
Northern Ontario art pieces. This active reciprocal engagement between the community and the 
arts centre will breed new genres in the associated industries, by its immersive art galleries and 
residency program focusing on film-artmaking. Testing is encouraged by the rugged nature of the 
interior, including visibility throughout the workshops, circulation spaces, and contemporary galleries. 
Art pieces can be hung down through the openings in the floors to allow views from various angles, 
working with the building and exterior facade system. Visitors are also able to view into the work-
shops and artists creating and testing their pieces in the studios and galleries. The art pieces within 
the galleries complement the landscape viewed through the interesting filter created by the facade 
system. Artists are encouraged to use the building as their canvas, creating light and projection art 
on the facade system and considering the interjection of the visitors. Similarly to the installation 
testing created in the research section of this thesis, the building will be activated by the movement 
and shadows interpolated by the people.  
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L E V E L  5  F P :
1 : 6 0 0
  G a l l e r i e s  &  S t u d i o s
      
          0                  5                      10                            20 (m)
F i g u r e  6 8 :  L e v e l  5  F l o o r  P l a n .  1 : 6 0 0  F i n a l  d e s i g n  p r o p o s a l  f o r  a r t  c e n t r e  a t  O l d 
G e n e r a l  H o s p i t a l ,  S u d b u r y ,  O N ) .  b y  a u t h o r ,  2 0 1 9 .
33
14
12
7
501 502
503
504
505 506
507
508 509 510 511
500
512
513
514
1 2 3 4 5 6 8 9 10
A
B
C
D
E
F
G
12117
8 15 10 7 9 9
24 6 6 6 6
9
7
11
8
5
19
6
15
17
8
5
8 15 10
9 9
1 : 300
Level 5 (GALLERY & STUDIOS)
Level 5 Room
Schedule
500 LOBBY
501 WR
502 WR
503 STORAGE CORRIDOR
504 OPEN WORKSPACE
(RESIDENCY)
505 WR (RESIDENCY)
506 WR (RESIDENCY)
507 BREAKOUT SPACE
(RESIDENCY)
508 STUDIO
509 STUDIO
510 STUDIO
511 STUDIO
512 GALLERY
513 AGS SPACE (FUTURE PHASE)
514 AGS SPACE (FUTURE PHASE)
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F i g u r e  6 9 :  L e v e l  4  p u b l i c  c i r c u l a t i o n  s p a c e  s h o w i n g  a r t w o r k  t h r o u g h  f l o o r  o p e n i n g .  I n t e r i o r 
v i s u a l .  F i n a l  d e s i g n  p r o p o s a l  f o r  a r t  c e n t r e  a t  O l d  G e n e r a l  H o s p i t a l ,  S u d b u r y ,  O N ) .  b y  a u -
t h o r ,  2 0 1 9 .
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PART 3 - DESIGN PROPOSAL
LEVEL 6 & 7
    Moving to the residences; level six and level seven include double height loft-style units with the 
sleeping and studio quarters on the uppermost level to take advantage of the views to the landscape 
and lake beyond. This multi-level concept makes use of the verticality of the building to fill the units 
with plenty of natural lighting. There are seven artist loft units and two guest rooms for visiting artists 
or family. Level seven consist of existing building services, where this will remain. 
80
R E N A U D ,  A N A S T A S I A
L E V E L  6  F P :
1 : 6 0 0
  R e s i d e n c y  U n i t s  & 
V i e w i n g  G a l l e r y
      0                  5                      10                            20 (m)
L E V E L  7  F P :
1 : 6 0 0
  R e s i d e n c y  U n i t s
      
          0                  5                      10                            20 (m)
F i g u r e  7 0 :  L e v e l  6 
F l o o r  P l a n .  1 : 6 0 0  F i n a l 
d e s i g n  p r o p o s a l  f o r  a r t 
c e n t r e  a t  O l d  G e n e r a l 
H o s p i t a l ,  S u d b u r y ,  O N ) . 
b y  a u t h o r ,  2 0 1 9 .
F i g u r e  7 1 :  L e v e l  7 
F l o o r  P l a n .  1 : 6 0 0 
F i n a l  d e s i g n  p r o p o s -
a l  f o r  a r t  c e n t r e  a t 
O l d  G e n e r a l  H o s p i t a l , 
S u d b u r y ,  O N ) .  b y  a u -
t h o r ,  2 0 1 9 .
33
14
12
7605
611
600
601
602
603
604
606
607
608
609
610
612
613
614
615
1 2 3 4 5 6 8 9 10
A
B
C
D
E
F
G
12117
8 15 10 7 9 9
24 27
12
13
9
9
6
6
5
8
5
10
8
10
11
5
3
9
5
6
15
17
8
5
15
17
8
5
19
6
8 15 10
17
18
1 : 300
Level 6 (RESIDENCY DORMS)
Level 6 Room
Schedule
600 VIEWING GALLERY
601 LOBBY
602 FLEX SPACE
603 FLEX SPACE
604 WR
605 WR
606 RESIDENCY CORRIDOR
607 RESIDENCY CORRIDOR
608 GUEST UNIT
609 RESIDENCY UNIT
610 RESIDENCY UNIT
611 RESIDENCY UNIT
612 RESIDENCY UNIT
613 RESIDENCY UNIT
614 RESIDENCY UNIT
615 AGS SPACE (FUTURE PHASE)
22
33
21
3
9
611.5
610.5
700
701 702
703
704 705
609.5
612.5
613.5
614.5
706
707
1 2 3 4 5 6 8 9 10
A
B
C
D
E
F
G
12117
8 15 10 7 9 9
28 23
15
12
9
15
17
8
5
19
6
39
4
4
8
18
4
8 15 10
4
6
8
4
6
7
4
15
17
13
1 : 300
Level 7 (RESIDENCY DORMS)
Level 7 Room
Schedule
609.5 UNIT LOFT
610.5 UNIT LOFT
611.5 UNIT LOFT
612.5 UNIT LOFT
613.5 UNIT LOFT
614.5 UNIT LOFT
700 RESIDENCY LOBBY
701 WR
702 WR
703 GUEST ROOM
704 RESIDENCE CORRIDOR
705 RESIDENCY CORRIDOR
706 BUILDING SERVIVES
707 OUTDOOR STUDIO SPACE
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22
33
28
21
3
9
611.5
610.5
700
701 702
703
704 705609.5
612.5
613.5
614.5
706
707
1 : 300
Level 7 (RESIDENCY DORMS)
Level 7 Room
Schedule
609.5 UNIT LOFT
610.5 UNIT LOFT
611.5 UNIT LOFT
612.5 UNIT LOFT
613.5 UNIT LOFT
614.5 UNIT LOFT
700 RESIDENCY LOBBY
701 WR
702 WR
703 GUEST ROOM
704 RESIDENCE CORRIDOR
705 RESIDENCY CORRIDOR
706 BUILDING SERVIVES
707 OUTDOOR STUDIO SPACE
LEVEL 7 - FLOOR OPENING LOOKING TO FACADE
LEVEL 7 - CORRDOR LOOKING TO FACADE
F i g u r e  7 2 :  L e v e l  5  i n t e r i o r  v i e w s  o f  o p e n  w o r k s p a c e .  F i n a l  d e s i g n  p r o p o s a l  f o r 
a r t  c e n t r e  a t  O l d  G e n e r a l  H o s p i t a l ,  S u d b u r y ,  O N ) .  b y  a u t h o r ,  2 0 1 9 .
F i g u r e  7 3 :  L e v e l  7  i n t e r i o r  v i e w  t o  f l o o r  o p e n i n g  a n d  v i e w  t o  f a c a d e .  F i n a l  d e -
s i g n  p r o p o s a l  f o r  a r t  c e n t r e  a t  O l d  G e n e r a l  H o s p i t a l ,  S u d b u r y ,  O N ) .  b y  a u t h o r , 
2 0 1 9 .
33
51
14
12
7
501 502
503
504
505 506
507
508 509 510 511
500
512
513
514
1 : 600
Level 5 (GALLERY & STUDIOS)
Level 5 Room
Schedule
501 Room
502 Room
503 Room
504 Room
505 Room
506 Room
507 Room
508 Room
509 Room
510 Room
511 Room
500 Room
512 Room
513 AGS SPACE (FUTURE PHASE)
514 AGS SPACE (FUTURE PHASE)
LEVEL 5 - VIEW FROM BRIDGE INTO MAIN LOBBY
LEVEL 5 WORKSPACELEVEL 5 - OPEN WORKSPACE BY STUDIOS
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F i g u r e  7 4 :  L e v e l  6  i n t e r i o r  v i e w  o f  o p e n  w o r k s p a c e  l o o k i n g  d o w n 
f r o m  r e s i d e n c y  m e z z a n i n e .  F i n a l  d e s i g n  p r o p o s a l  f o r  a r t  c e n t r e  a t 
O l d  G e n e r a l  H o s p i t a l ,  S u d b u r y ,  O N ) .  b y  a u t h o r ,  2 0 1 9 .
F i g u r e  7 5 :  L e v e l  6  i n t e r i o r  v i e w  o f  l o f t  r e s i d e n c y  u n i t  k i t c h e n , -
l o o k i n g  u p  t o w a r d s  l o f t .  F i n a l  d e s i g n  p r o p o s a l  f o r  a r t  c e n t r e  a t  O l d 
G e n e r a l  H o s p i t a l ,  S u d b u r y ,  O N ) .  b y  a u t h o r ,  2 0 1 9 .
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33
14
12
7605
10
611
600
601
602
603
604
606
607
608
609
610
612
613
614
615
1 : 600
Level 6 (RESIDENCY DORMS)
Level 6 Room
Schedule
600 Room
601 Room
602 Room
603 Room
604 Room
605 WR
606 Room
607 Room
608 Room
609 Room
610 Room
611 Room
612 Room
613 Room
614 Room
615 AGS SPACE (FUTURE PHASE)
LEVEL 6 - RESIDENCY VIEW DOWN TO WORKSPACES
LEVEL 6 - VIEW OF RESIDENCE LOFT
33
51
14
12
7
501 502
503
504
505 506
507
508 509 510 511
500
512
513
514
1 : 600
Level 5 (GALLERY & STUDIOS)
Level 5 Room
Schedule
501 Room
502 Room
503 Room
504 Room
505 Room
506 Room
507 Room
508 Room
509 Room
510 Room
511 Room
500 Room
512 Room
513 AGS SPACE (FUTURE PHASE)
514 AGS SPACE (FUTURE PHASE)
LEVEL 5 - VIEW FROM BRIDGE INTO MAIN LOBBY
LEVEL 5 WORKSPACELEVEL 5 - OPEN WORKSPACE BY STUDIOS
83
R E N A U D ,  A N A S T A S I A
P
ro
je
ct
iv
e 
A
rc
hi
te
ct
ur
e:
 a
n 
A
pp
ro
ac
h 
to
 B
ui
ld
in
g 
an
 I
m
m
er
si
ve
 A
rt 
C
en
tr
e 
fo
r 
S
ud
bu
ry
, 
O
nt
ar
io
C O N C L U S I O N S
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F i g u r e  7 6 :  P u b l i c  O b s e r v a t i o n s  ( M u s e u m  o f  M o d e r n  A r t , 
N e w  Y o r k ,  N Y ) .  B y  a u t h o r .  N o v e m b e r  3 ,  2 0 1 8 .
F i g u r e  7 6 . 1 :  P r o j e c t e d  v i d e o  i n s t a l l a t i o n  c r e a t e d  a r t . 
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PART 4 - CONCLUSIONS
SUMMARY
    Overall, this research explores the design of an art centre for Sudbury, Ontario in which the ar-
chitecture is not only activated or animated by its community but also inspires its community to be 
more active within the city’s culture. Inspired by Projective Architecture and immersive film art, the 
proposed arts centre would respond to and with its surrounding context to focus on its effects rather 
than autonomous form, or pure function.84 This allows the visitor to come in contact with something 
that transmits an experience and thus can influence its surrounding condition. 
    The conceptual intention for the exterior of the building is to encourage engagement through an 
active facade, blurring the lines between the public and the institution. The proposed second-skin 
surrounding the abandoned General Hospital building in Sudbury allows visitors to move in behind 
artworks projected on its translucent polycarbonate coating. This dynamic exterior creates a live 
stream of moving shadows for the surrounding community to observe. The layering of virtual and real 
worlds alludes to the evocative and polemical nature of film art that inspired the filtered nature of the 
second-skin coat. The design proposal intends to focus on the social effects of art activism to provide 
a platform for learning and expression, in response to the surrounding context of the existing building 
and Sudbury. The use of an existing building is to encourage the positive progression of Sudbury’s 
contemporary culture, helping to redefine the old for the new in both terms of the arts and the archi-
tecture for the city. 
    Inside the proposed Arts North, workshops that dovetail with gallery spaces allow visitors to 
immerse themselves in the art being created by its residency artists offering a more profound way to 
appreciate the various Northern Ontario art pieces. This active reciprocal engagement between the 
community and the art centre will breed new genres in the associated industries, by its immersive art 
galleries and residency program focusing on film-artmaking to capitalize on this growing economy 
in the city.  Overall, the proposed art centre would function as an art incubator and a beacon for both 
the high and low arts, spurring new genres of Northern Ontario art for Sudbury. 
84 Somol, Robert, and Sarah Whiting. “Notes around the Doppler Effect and Other Moods of Modernism.” Perspecta 33 (2002): 76.
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    The Situationists were activists, with art as their medium, their weapon for change. Today exists 
social media as a weapon for activism. However, social media is inevitably skewed, misguided, and 
diluted. A return to the arts could propel social activism back into the hands of the people. Today, 
public art is how artists speak out. Alison L. Bain and Nicole Rallis recount the way public art can 
seduce the government to make the changes needed by the city dwellers with an example of James 
Street North in Hamilton, Ontario.85 The street, a previous drug-addiction and homeless port, now 
flourishes with politically charged art and a diverse community of civilians and artists.86
    Though this example serves as a valid lobby, it feels a bit idealist to imagine an art gallery in Sud-
bury situated in a terrible neighbourhood flourishing. The divide in culture that exists has neutralized 
the community, and the city governance continues to capitalize on this apathy. In the case of Sud-
bury, the art centre must be prominent and outwardly visible to all; its impact has to be poignant and 
obvious for its message to be heard. With a resourceful city like Sudbury, the community spaces lack 
evidence of this benefit. Whats wanted by the city dwellers are simple; a beautiful city, walkable roads, 
thoughtful architecture, parks and culture, but overall a more definite sense of community. This is the 
caveat that became this thesis, and I tried to address with the design proposal of Arts North in Sud-
bury. The research in determining the most appropriate art gallery type for Sudbury directed towards 
a focus on the program through the accessible medium of film.
    Although program as a theme is arguably the most crucial consideration for the design proposal 
of an art centre focused on re-engaging a community, one theme appoints itself as the hidden line 
running through each cause and effect researched in this thesis; circulation or the way people move 
through the gallery. The art is inevitably the subject that the visitors will pay attention to, but if the 
movement around the art is engaging, immersive, and captures the audience then perhaps they will 
return. At the very least the art will feed off the atmosphere and consequently be enhanced. This 
ultimately sustains the dialogical role of art in society. The program can easily be appointed as a 
coffee shop, art lounge, theatre dome, placed in various form blockings, but does this serve the social 
scale needed for civil impact? Even when program considerations including hierarchy, overlapping 
program, and plasticity, as Whiting and Somol distinguished favourable to flexibility, are all active 
85 Radice, Martha, and Alexandrine Boudreault-Fournier. “Urban Encounters Art and the Public.” Radice and Boudreault-Fournier seek to answer 
the question ‘Can art shape the urban public?’ The book states that art can interrupt the social spaces of a city, and thus change the experiential qualities 
of that city. The authors also discover throughout the book that in addition to affecting the city itself, public art can also dictate the way people relate to the 
genre altogether. A series of case studies throughout Canada are used to demonstrate the social power of art museums, public art, and social engagement 
sparked by art. The term public can have many interpretations itself, Radice and Boudreault-Fournier interpret three definitions for what makes public art 
public; first, the physical definition assumes an open art platform accessible by all. Second, the social definition requires the content to be pertinent public 
issues. The final definition requires the art to encapsulate the sense and character of the place; without this, it can not be considered truly public in its context.
86 ibid.
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considerations, does this truly create an engaging public space?87 Engaging circulation is often 
forgotten as it was discovered at the Museum of Modern Art in New York City.  This is not to say that 
the program is only secondary to everything else; it is fundamental to a cultural centre like an arts 
centre. What I am arguing is that focusing on the program alone is not enough. Once the program is 
considered in its most profound sense, beyond program blocking and form making, then one has to 
create beyond. What is that extra something that grabs the attention of those not interested in the 
arts to embed the value of art back into a community? For the design proposal in Sudbury, it was the 
correlative projection facade nuanced with a political purpose of reclaiming an abandoned build-
ing, to devise a giant projected sandwich board and reclaim the city. Therefore, the art centre’s role 
beyond thoughtful program may also consider the facilitating of community engagement to create 
artful message boards that expose the raw side of pertinent social issues; this is the caper. 
    Overall, the proposed art centre would be the deconstructed canvas for the people to speak out by 
outwardly displaying the messages to the surrounding community. This communal icon status is why 
the placement at Bell Park is crucial, and why the people play a central role in the artworks roaming 
between the facade and the existing building. This prominent site will ensure its impact is seen by 
the fellow residents and the city governance. To engage is to inspire; this can be achieved through 
the immersive community-focused programming and dynamic building facade. By past experiences 
in installation art creation, as seen with the example in this thesis, I have concluded that immer-
sive installation art, film art, and performance art are superiorly enchanting to most city dwellers; it 
demands attention and engagement. By creating a designated area to create this attentive, demand-
ing, public, and immersive art, I believe this gives the power back to the community to reap the type 
of city they plead. To teach and nurture creativity for Sudbury through an expressive arts centre 
ensures the longstanding tradition of art as activism remains impactful for civic change to reunite the 
community as a whole.
87 Somol, Robert, and Sarah Whiting. “Notes around the Doppler Effect and Other Moods of Modernism.” 72-77. 
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